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Abstract	
Over	the	past	decade,	a	new	movement	of	performers	and	composers	has	emerged.	Though	drawing	from	the	Western	art-music	tradition,	these	musicians	non-hierarchically	incorporate	elements	from	many	different	genres,	movements	and	disciplines	into	their	work.	Moving	past	genre	labels	and	downplaying	notions	of	“high”	or	“low”	art,	they	place	importance	on	an	equal	and	open	composer-performer-audience	relationship.	Many	of	these	musicians	would	identify	with	the	term	“post-genre.”	Many	prominent	post-genre	musicians	have	been	described	as	“indie	classical”	by	various	critics,	however	this	label	quickly	proves	to	be	problematic,	as	it	attempts	to	stylistically	define	a	movement	that	is	inherently	fluid	and	indefinable.		This	project	forms	an	in-depth	academic	study	of	post-genre	music,	and	a	scholarly	discussion	of	the	term	“indie	classical.”	Through	a	literature	review	and	interviews	with	a	number	of	prominent	post-genre	musicians,	it	discusses	the	emergence	and	context	of	post-genre	music,	and	examines	the	relationship	between	post-genre	and	the	label	“indie	classical”	while	discussing	the	problems	inherent	with	the	latter	label.		Furthermore,	this	research	forms	a	premiere	performance-led	examination	of	post-genre	music.	By	combining	the	above	literature	review	and	interviews	with	performance-led	research,	it	has	found	there	is	a	new	performance	practice	emerging	through	the	post-genre	movement,	and	discusses	what	this	means	for	musicians,	music	organisations	and	educational	institutions.	Furthermore,	it	finds	that	when	presented	effectively,	post-genre	music	can	successfully	connect	with	a	diverse	range	of	demographics—particularly	ones	that	traditional	classical	music	is	currently	struggling	to	attract—and	the	thesis	incorporates	audience	surveys	from	the	author’s	concerts	to	suggest	a	number	of	methods	to	enhance	the	presentation	of	post-genre	music.			 	
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1.	Introduction	
“We	have	this	bubble	of	millennials	.	.	.	a	lot	of	classically	trained	musicians	.	.	.	who	played	classical	music	but	did	not	listen	to	classical	music.	They	don’t	see	the	genre	boundaries	the	same	way	as	an	older	generation	does.”		–	Cellist	and	composer	Zoë	Keating	(Studarius)		Over	the	past	decade,	a	new	movement	of	performers	and	composers	has	emerged.	These	musicians	tend	to	acknowledge	and	draw	upon	the	Western	art-music	tradition,	but	see	it	as	just	one	of	their	musical	influences.	They	freely	and	non-hierarchically	incorporate	elements	from	many	different	genres,	movements	and	disciplines	within	their	work,	downplaying	any	notions	of	“high”	or	“low”	art.	They	are	highly	supportive	of	an	equal	composer-performer-audience	relationship.	And	though	they	are	passionate	about	Western	art-music’s	cultural	heritage,	they	are	often	opposed	to	the	sense	of	elitism	that	is	sometimes	associated	with	classical	music,	and	a	tendency	to	focus	disproportionately	on	quite	a	narrow	range	of	music:	that	of	“dead	white	men”	(Bulut;	Cunningham;	Jonathan	Kramer;	Greene).	Most	of	these	musicians	would	identify	with	the	term	“post-genre”	(Brittelle;	Little	&	Mack).		A	significant	group	of	composers	and	musicians	working	within	this	post-genre	ethos	have	also	been	described	as	“indie	classical”	(Bulut;	Cunningham;	Greene;	Studarus;	Robin).	Referring	to	a	number	of	articles	discussing	indie	classical	music,	one	could	believe	the	movement	is	easily	summarised	as	predominantly	tonal	new	music,	often	presented	and	released	in	a	grassroots	or	“independent”	manner,	and	demonstrating	a	disregard	for	genre	boundaries	between	classical	music	and	more	contemporary	genres	such	as	alternative	rock,	pop,	electronica	and	hip	hop	(Bulut;	Cunningham;	Greene;	Studarus).			However,	very	few	composers	labelled	as	indie	classical	now	identify	with	the	label,	and	most	are	quite	opposed	to	it	(Brittelle;	Dessner;	Muhly;	Robin	114).	In	part,	this	is	because	when	used	as	a	genre	label,	it’s	attempting	to	define	an	ethos	stylistically—post-genre—that	is	based	on	being	stylistically	indefinable.	Composer	and	performer	William	Brittelle	elaborates:		 It’s	not	about	mixing	genres,	it’s	about	that	person	and	their	musical	experience	and	where	they	come	from	and	being	honest	about	that.	I	think	when	the	press	writes	about	it,	often	[they]	get	it	wrong	because	the	focus	is	all	about	these	hybrid	genres.	That’s	not	what	it	is	.	.	.	it’s	about	each	person	being	an	individual	island	and	having	the	right	to	create	the	kind	of	music	that	they	want	to	create.	
	 2	
Despite	this	opposition	to,	and	problems	inherent	with	the	term	indie	classical,	it	has	proven	to	describe	a	significant	movement	in	contemporary	music	(Robin),	and	a	majority	of	the	interviewees	involved	in	this	project	are	regarded	as	pioneers	in	the	field	(Greene;	Robin).	As	such,	this	paper	still	refers	to	indie	classical	composers,	but	goes	on	to	argue	that	the	term	is	used	to	describe	just	one	particular	movement	of	musicians	operating	within	the	post-genre	ethos.		Although	post-genre	is	a	significant	recent	contemporary	movement,	there	is	very	little	scholarly	literature	that	discusses	the	movement	(Brittelle;	Mazzoli;	Minderman).	In	regards	to	indie	classical	music,	Robin’s	recently	published	“A	Scene	Without	a	Name:	Indie	Classical	and	American	New	Music	in	the	Twenty-First	Century”	provides	the	first,	and	until	now,	only	scholarly	discussion	of	the	field.	However,	there	remains	very	little	literature	discussing	how	to	most	effectively	present	and	perform	music	with	a	post-genre	ethos	or	indie	classical	music.			This	research	covers	all	the	above	areas.	Through	a	literature	review,	interviews	with	prominent	post-genre	and	indie	classical	musicians,	and	performance-led	research,	it:	
• Discusses	the	emergence	and	context	of	indie	classical	music,	a	significant	movement	operating	with	a	post-genre	ethos;		
• Examines	the	relationship	between	post-genre	and	indie	classical	music,	and	
• Suggests	effective	methods	to	perform	and	present	music	written	with	a	post-genre	ethos,	including	indie	classical	music.		
2.	Methodology	
The	research	methodology	consisted	of	multiple	approaches.	Firstly,	a	number	of	articles,	reviews	and	interviews	with	and	about	prominent	musical	artists	considered	as	“indie	classical”	were	consulted	and	analysed.	Through	these,	precursors	and	reference	points	to	these	artists’	work	were	posited,	specifically	two	areas	of	post-minimalism	and	postmodernism.	A	literature	review	was	then	conducted	using	these	two	areas	as	a	foundation.		Secondly,	five	semi-structured	interviews	were	conducted	with	six	prominent	figures	in	the	field:	William	Brittelle	(b.	1976),	Bryce	Dessner	(b.	1976),	David	T.	Little	(b.	1978),	Eileen	
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Mack	(b.	1978),	Missy	Mazzoli	(b.	1980),	and	Chris	Perren	(b.	1983).	These	musicians	eventuated	from	a	shortlist	of	potential	interviewees,	who	had	all	been	prominently	referred	to	in	articles	concerning	post-genre	music,	or	music	termed	as	indie	classical.	A	particular	emphasis	was	placed	on	contacting	composers	of	music	I	planned	to	perform	in	the	live	performance	segments	of	my	research	project.	A	further	three	composers	were	invited	to	participate	in	the	study	(Ólafur	Arnalds,	Nico	Muhly	and	Max	Richter),	but	were	unable	to	schedule	an	interview	within	the	research	timeframe.	However,	the	literature	still	incorporates	a	range	of	material	from	Muhly,	sourced	from	interviews	with	and	blog	posts	by	him.			All	the	interviewees	received	formal	education	in	western	classical	music	at	some	point	in	their	lives,	but	for	all	of	them	this	formed	just	one	part	of	their	musical	education	and	background.	Furthermore,	though	not	a	conscious	influence	on	selection,	all	of	the	interviewees	were	born	between	1976	and	1983,	a	result	that	is	examined	in	the	chapter	“Post-Minimalism,	Postmodernism	and	Indie	Classical	Music”,	and	aligns	with	Robin’s	hypothesis	of	“indie	classical”	as	a	generation	(Robin	30-102).		Depending	on	time	constraints,	the	interviews	were	between	30	and	60	minutes	long.	The	exception	to	this	was	David	T.	Little	and	Eileen	Mack’s	interview,	which	was	approximately	100	minutes	in	length,	due	to	the	pair	taking	the	interview	together.	The	interviews	covered	two	main	areas:	the	artists’	background,	philosophy	and	output;	and	effective	performance	and	event	organization.	The	specific	questions	asked	in	these	interviews	can	be	found	in	Appendix	2,	and	biographies	for	each	of	the	interviewees	can	be	found	in	Appendix	1.		The	interviews	were	then	transcribed	verbatim	and	analysed	for	prominent	themes,	and	aspects	of	similarity	and	difference,	using	Norton’s	process	of:	
• Immersion;		
• Generating	and	deleting	categories;		
• Merging	these	categories	into	themes;		
• Checking	and	linking	these	themes;	and	finally	
• Clarifying	these	themes	using	quotations	from	the	interviews	(Norton).			The	information	obtained	from	these	personal	interviews	was	also	supplemented	with	relevant	articles	from	the	literature	(articles	written	by	composers	and	musicians	relevant	to	the	research),	and	musical	scores.	
	 4	
	Finally,	I	conducted	practice-based	research	through	two	events	I	organised	as	part	of	the	“Dots+Loops”	concert	series.	Audience	members	were	invited	to	complete	an	anonymous	questionnaire	following	two	of	these	events,	using	Bernard’s	questionnaire	layout	and	wording,	and	again	adopting	Norton	to	inform	the	analysis.	However,	as	stated	by	Carter,	this	performance	research	cannot	be	fully	separated	from	the	event,	and	although	recounting	the	events	from	the	researcher’s	and	multiple	audience	perspectives	can	provide	a	fair	overview,	as	Candy	puts	it,	“a	full	understanding	can	only	be	obtained	with	direct	reference	to	the	outcomes,”	or	in	this	case,	by	attending	the	events	and	performances	themselves.		All	research	conducted	was	fully	approved	by	the	University	of	Queensland	Behavioural	&	Social	Sciences	Ethical	Review	Committee,	and	all	relevant	documentation,	including	signed	consent	forms,	included	in	Appendix	5.		
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3.	Literature	Review:	Precursors,	Relatives	
and	Reference	Points	
Post-Minimalism	The	indie	classical	movement	shares	many	similarities	with	that	of	post-minimalism	(Greene;	Rinaldi).	The	first	reference	point	when	discussing	post-minimalism	is	minimalist	music	itself,	which	developed	in	the	United	States	during	the	1960s	and	70s,	and	was	originally	associated	with	minimalist	visual	art	(Potter,	“Minimalism”).	In	the	beginning,	minimalist	music	was	in	many	ways	a	modernist	movement	(Potter,	“Four	Musical	Minimalists”	10).	Yet	as	it	developed,	minimalism	came	to	be	seen	as	an	antidote	to	music’s	modernist	avant-garde,	championed	at	the	time	by	composers	such	as	Pierre	Boulez,	who	were	encouraging	atonality	and	serialism	to	be	the	norm	in	Western	art-music	(Gloag	119-126).			Keith	Potter	describes	musical	minimalism	as	“tonal	or	modal	where	Modernism	is	atonal,	rhythmically	regular	and	continuous	where	Modernism	is	aperiodic	and	fragmented,	structurally	and	texturally	simple	where	Modernism	is	complex”	(“Minimalism”).		However,	it	is	important	to	note	that	in	presenting	the	two	fields	as	polar	opposites,	Potter	does	somewhat	over-simplify	both	modernist	and	minimalist	music.		The	initial	development	of	American	minimalism	is	generally	attributed	to	four	composers:	La	Monte	Young,	Terry	Riley,	Steve	Reich	and	Philip	Glass.	While	it	is	beyond	the	scope	of	this	paper	to	discuss	American	minimalism	in	greater	detail,	the	topic	has	been	described	at	length	by	a	number	of	scholars	(Davies;	Gloag	119-126;	Potter;	Mertens;	Ross).		If	following	a	traditional,	linear	view	of	music	history,	the	development	of	post-minimalism	could	be	described	as	“an	early	style	(minimalism)	progresses—either	through	evolutionary	ramification	or	dialectical	synthesis—to	another,	later	one	(post-minimalism)”	(Fink	539).	Kyle	Gann,	presents	a	similar	view:		 The	conventional	wisdom	is	that	Minimalism	.	.	.	was	the	last	identifiable	new	style	in	music	history.	Actually,	there	has	since	been	an	accelerating	series	of	new	styles,	many	of	them	building	on	minimalist	roots	toward	greater	.	.	.	complexity.	(Fink	539)		Gann	describes	post-minimalist	music	as	featuring:	
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• A	steady	pulse;	
• A	diatonic	pitch	language,	effectively	tonal,	but	often	avoiding	traditional	functional	harmony;	
• A	general	tendency	towards	conventional	musical	sounds,	excepting	a	notably	frequent	incorporation	of	synthesizers;	
• Consistent	mood	and	momentum	within	movements;	
• Shorter	piece	durations,	often	around	fifteen	minutes,	as	compared	to	a	minimalist	norm	of	one	to	two	hours;	and	
• A	preferred	medium	of	mixed	chamber	ensembles.		He	suggests	that	post-minimalism	is	“the	exact	antipodal	opposite	of	serialism,”	in	that	where	“serialist	syntax	was	abrupt,	discontinuous,	angular,	arrhythmic,	and	opaque,	post-minimalist	syntax	is	precisely	the	opposite:	smooth,	linear,	melodic,	gently	rhythmic,	[and]	comprehensible”	(Gann	5).		Gann	also	discusses	a	movement	known	as	“totalism,”	which	he	describes	as	a	parallel	to	post-minimalism,	but	generally	involving	a	younger	generation	of	composers.	He	posits	that	post-minimalist	composers	were	generally	born	in	the	1940s,	and	mostly	encountered	minimalism	in	their	mid-	to	late	twenties.	On	the	other	hand,	the	totalists,	born	in	the	1950s	and	beyond,	grew	up	exposed	to	rock	music	from	a	very	early	age,	and	were	the	first	generation	to	experience	“world	musics,”	such	as	Indian,	African	and	Balinese	music,	included	in	their	tertiary	music	curricula.	As	he	puts	it:		This	generation	learned	from	rock	that,	with	enough	energy,	one	could	appeal	to	a	much	larger	audience	than	classical	composers	generally	expected	to.	From	African	and	Asian	musics,	they	learned	that	the	premises	of	European	classical	music	were	not	God-given	or	sacrosanct;	and	they	also	learned	that	music	could	be	much	more	rhythmically	complex	and	exciting	than	most	classical	music	is.	And	in	minimalism	they	found	a	new,	unformed	language	whose	rhythmic	style	was	surprisingly	easy	to	reconcile	with	pop	and	world	music	idioms.	It	was	almost	a	clean	slate	begging	to	be	written	on.	(Gann	6)		Instead	of	classifying	“totalism”	as	a	fully-fledged	movement,	many	simply	regard	it	as	a	subcategory	of	post-minimalism.	This	is	exactly	how	Robert	Fink	treats	the	topic,	describing	totalism	as	“the	post-minimalism	of	resistance,”	and	links	the	field	closely	to	New	York	musical	collective	Bang	on	a	Can	(Fink	546-549).	Indeed,	Bang	on	a	Can	proved	integral	to	the	development	of	the	indie	classical	scene,	when	composers	and	musicians	such	as	Judd	
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Greenstein,	Eileen	Mack	and	Missy	Mazzoli	met	at	the	inaugural	Bang	on	a	Can	Summer	Festival	in	2002	(Little	&	Mack;	Martin;	Robin	26).		Composer	John	Adams	described	his	own	and,	as	it	then	was,	contemporary	art	music	in	general	as	belonging	to	a	“post-style”	era	(Fink	540).	This	description	echoes	Meyer’s	1967	hypothesis	of	an	impending	“end	of	music	history,”	where	“mainstream”	and	stylistic	progression	were	to	be	things	of	the	past,	replaced	by	an	“indefinite	period	of	‘fluctuating	stasis’	during	which	many	styles	would	flourish,	artists	would	feel	free	to	shift	among	them,	and	the	main	criterion	of	success	would	be	elegance,	not	originality”	(Fink	540).	This	hypothesis	is	a	mostly	prescient	description	of	what	we	now	refer	to	as	postmodernism.		Fink	uses	Meyer	as	a	starting	point	to	discuss	post-minimalism’s	links	to	postmodernism,	questioning	whether	post-minimalism	should	be	considered	as	a	linear	continuation	from	minimalism,	as	argued	by	Gann,	or	merely	regarded	as	a	micro-narrative	within	John	Adams’	and	Leonard	Meyer’s	“post-style”	postmodernist	era.	His	conclusion,	that	minimalism	and	its	aftermath	is	a	“smaller,	more	provisional	narrative	woven	from	alternating	strands	of	these	two	grand	historical	hypotheses,”	is	itself	a	quite	postmodernist	answer,	and	leads	to	the	topic	of	postmodernism	itself.	
Postmodernism	Postmodernism	can	be	an	awkward	subject	when	it	comes	to	definitions.	In	one	of	the	simplest	and	most	widely	accepted,	French	philosopher	Jean-François	Lyotard	writes:	“simplifying	to	the	extreme,	I	define	postmodern	as	incredulity	toward	metanarratives”	(Kramer	5;	Lyotard).	This	is	musicologist	Lawrence	Kramer’s	theoretical	starting	point	for	his	book	Classical	Music	and	Postmodern	Knowledge,	in	which	he	proposes:		 As	I	use	it,	loosely	following	Jean-François	Lyotard,	the	term	[postmodernism]	designates	a	conceptual	order	in	which	grand,	synthesizing	schemes	of	explanation	have	lost	their	place	and	in	which	the	traditional	bases	of	rational	understanding—unity,	coherence,	generality,	totality,	structure—have	lost	their	authority	if	not	their	pertinence.	(Lawrence	Kramer	5)		For	Kramer,	“postmodernist	strategies	of	understanding	are	incorrigibly	interdisciplinary	and	irreducibly	plural.	Like	the	theories	that	ground	them,	they	make	up	not	a	system	but	an	ethos”	(Lawrence	Kramer	5).		
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A	number	of	concerns	new	musicology	(Kerman,	Lawrence	Kramer)	raises	with	traditional	modernist	academic	music	study	are	also	postmodernist	ones.	These	include	a	scepticism	towards	preoccupation	with	historical	fact,	focus	on	canonical	composers	and	works,	and	the	conceptualization	of	musical	works	as	autonomous	(Duckles;	Gloag	17;	Kerman).		 		While	acknowledging	there	are	complications	involved	in	doing	so,	composer	and	musicologist	Jonathan	Kramer	(2002)	presents	a	list	of	sixteen	characteristics	of	postmodern	music,	many	of	which	are	shared	with	indie	classical	music,	as	discussed	in	the	next	section	(See	Appendix	4	for	full	list).		Even	though	scholarly	research	into	the	field	of	postmodern	music	only	began	relatively	recently	(Connor),	the	term	“postmodern”	is	already	associated	with	specific	composers	(Carl;	Kramer;	Pasler).	As	such,	while	the	next	section	continues	to	discuss	a	postmodern	approach	to	music,	it	is	not	discussing	“postmodern	musicians”	as	such.	
Post-Minimalism,	Postmodernism	and	Indie	Classical	Music	Whether	one	considers	“totalism”	as	a	fully-fledged	movement,	or	simply	a	branch	of	post-minimalism,	Gann’s	definition	of	the	movement	is	a	good	place	to	start	when	attempting	to	relate	post-minimalism	and	postmodernism	to	the	indie	classical	movement.	As	previously	mentioned,	Gann	describes	the	totalists	as	the	first	generation	of	composers	to	grow	up	exposed	to	the	influence	of	rock	music	from	a	very	young	age,	a	group	born	from	the	1950s	and	beyond.	However,	Gann’s	definition	was	penned	more	than	a	decade	ago—one	could	easily	update	and	transfer	this	style	of	generation-specific	definition	to	describe	many	of	the	post-genre	composers	of	today	(Robin	30-102)		The	indie	classical	movement	builds	upon	minimalism	and	post-minimalism	in	many	ways.	A	prominent	characteristic	of	the	indie	classical	ethos	is	a	disregard	(and	even	lack	of	acknowledgement)	for	boundaries	between	“high”	and	“low”	art.	Composers	working	with	this	ethos	regularly	synthesise	Western	art-music	with	other	musical	styles,	for	example	alternative	rock,	electronica	and	hip	hop,	and	take	care	to	do	so	in	non-hierarchical	fashion	(Bulut;	Cunningham;	Greene;	Schankler).			The	challenging	of	boundaries	between	“high”	and	“low”	art	is	also	a	hallmark	of	minimalism	(Gloag	119-126;	Potter,	“Minimalism”;	Ross	532-536).	Many	practitioners	of	minimalism,	such	
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as	Steve	Reich,	Philip	Glass,	Terry	Riley	and	Michael	Nyman,	formed	small	groups	more	akin	to	rock	or	jazz	bands	than	classical	ensembles	(Cox	&	Warner	287;	Potter	“Minimalism”).	This	trend	was	carried	through	post-minimalism	by	groups	such	as	Bang	on	a	Can	(Gann	5,	Martin),	and	now	many	indie	classical	composers	feel	free,	or	even	prefer	to	present	and	operate	as	a	“band”	rather	than	an	“ensemble”	(Greene;	Mazzoli;	Midgette).	This	not	only	includes	an	important	semantic	distinction,	but	also	incorporates	other	aspects,	such	as	an	ethos	of	composer-performer	equality	in	rehearsal	and	performance	(Mazzoli;	Perren).		Like	the	Minimalists,	a	large	number	of	musicians	labelled	as	“indie	classical”	strongly	oppose	having	their	work	described	as	such	(Bulut;	Cox	&	Warner	287;	Muhly;	Potter	“Minimalism”;	Robin	114),	a	topic	explored	in	the	next	chapter.		Venue	is	another	defining	characteristic	of	the	indie	classical	movement.	Indie	classical	musicians	will	often	choose	to	present	their	music	in	bars,	nightclubs,	warehouses,	art	galleries	or	even	bowls	clubs	instead	of	a	traditional	concert	hall	(Bulut;	Cunningham;	Studarus)—wherever	it	is	they	feel	best	suits	the	music	being	performed	(Dessner;	Little	&	Mack;	Mazzoli).	This	trend	as	well	can	be	traced	back	to	the	minimalists,	who	held	concerts	in	venues	such	as	lofts	and	rock	clubs	(Cox	&	Warner	287;	Potter	“Minimalism”;	Ross	534).		Many	definitions	of	minimalism	will	mention	influence	of	rock,	jazz	and	non-Western	styles	of	music,	a	line	of	influence	that	ran	both	ways	(Cox	&	Warner	287;	Davies;	Potter,	“Minimalism”).	This	influence	was	likewise	dominant	in	post-minimalism,	forming	a	central	aspect	of	Gann’s	definition	of	the	totalists.	And	as	already	touched	upon,	the	freedom	to	non-hierarchically	draw	upon	aspects	of	any	genre	of	music	desired	is	central	to	the	indie	classical	ethos	(Bulut;	Cunningham;	Greene;	Schankler).	The	particular	genres	drawn	from	may	have	changed	or	evolved	from	the	time	they	were	used	by	the	minimalists	and	post-minimalists,	but	the	deeper	concept	remains,	one	that	composer	John	Adams	described	as	a	“post-style”	ethos	(Fink	539-540).		These	concepts,	encompassing	a	disregard	for	boundaries	between	“high”	and	“low”	art,	are	very	postmodern.	Indeed,	the	defining	features	shared	between	indie	classical	music,	minimalism	and	post-minimalism	we	have	just	discussed	are	also	included	in	Jonathan	Kramer’s	sixteen	characteristics	of	postmodern	music	(see	Appendix	4),	in	that	they:			
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4. Challenge	barriers	between	“high”	and	“low”	styles;	6. Question	the	mutual	exclusivity	of	elitist	and	populist	values;	9. Include	quotations	of	or	references	to	music	of	many	traditions	and	cultures;	and	14. Encompass	pluralism	and	eclecticism.	(Jonathan	Kramer	16).		This	all	leads	us	to	discuss	how	the	definition	so	far	presented	becomes	problematic.	To	return	to	Jean-François	Lyotard,	a	defining	aspect	of	postmodernism	is	an	“incredulity	toward	metanarratives,”	such	as	the	one	discussed	above.	Yes,	from	one	perspective	indie	classical	music	could	be	constructed	as	a	movement	following	on	from	and	building	upon	a	metanarrative	of	music	that	began	with	the	minimalists.	But	a	singular	metanarrative	such	as	this	would	ignore	all	of	the	individual	foundations,	influences	and	motivations	driving	these	composers	and	musicians,	thus	missing	the	point	completely.			
	 	
	 11	
4.	Post-Genre	Music	
A	Personal	Introduction	Like	many	of	the	following	interviewees,	I	grew	up	with	what	seemed	to	me	like	quite	incongruent	musical	interests.	Though	trained	in	classical	performance	from	an	early	age,	I	was	also	strongly	interested	in	many	other	branches	of	music,	particularly	electronica	and	electronic	dance	music.	Though	I	was	always	looking	for	a	way	to	synthesize	these	two	musical	worlds	in	my	performance	output	as	a	violist,	DJ	and	event	curator,	in	my	experience	being	equally	versed	in	both	fields,	most	combinations	of	the	two	were	not	equal	ones.	Instead,	they	usually	resulted	in	one	field	incorporating	the	other	simply	for	novelty’s	sake—a	classical	composer	adding	a	90s	rave	element	to	their	music,	without	realising	the	style	they’re	referencing	is	more	akin	to	70s	disco,	or	a	dance	producer	incorporating	a	four-bar	loop	of	classical	strings	and	passing	it	off	as	a	cross-genre	collaboration.	However,	over	the	past	few	years,	I	started	coming	across	works	by	composers	such	as	Nico	Muhly,	Missy	Mazzoli,	Björk,	Judd	Greenstein,	Olafur	Arnalds,	Max	Richter,	Chris	Perren	and	Robert	Davidson.	These	composers	were	combining	multiple	genres	that	I	was	passionate	about,	and	doing	it	in	an	entirely	non-hierarchical	way.			When	trying	to	learn	about	and	discover	more	music	in	the	same	vein,	a	few	cursory	Internet	searches	resulted	in	a	wealth	of	feature	articles	and	reviews	informing	me	that	this	movement	was	called	indie	classical	music.	However,	once	I	began	research	on	this	thesis,	problems	began	to	emerge	with	the	label:	very	few	of	the	artists	labelled	as	indie	classical	actually	identified	with	the	term	(Brittelle;	Bulut;	Dessner;	Muhly;	Robin	114),	and	some	of	the	more	thoughtful	feature	articles	began	to	acknowledge	that	there	were	a	number	of	problems	in	defining	the	genre	(Bulut;	Cunningham;	Greene).	Furthermore,	several	of	the	composers	and	musicians	I	interviewed	were	vehemently	opposed	to	the	term.	For	them,	by	using	the	term	indie	classical,	and	indeed	just	by	trying	to	describe	stylistic	qualities	that	they	share,	one	misses	the	point	of	the	post-genre	ethos	these	musicians	work	with.	 	
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Terminology:	Indie	Classical	or	Post-Genre?	It	is	a	phenomenon	that	everyone	in	the	business	recognises	but	no	one	really	wants	to	define.	(Cunningham)		The	term	indie	classical	first	began	to	appear	around	2007,	describing	a	number	of	musicians	who	showed	an	understanding	and	acknowledgement	of	the	classical	tradition,	with	particular	focus	on	contemporary	movements	such	as	post-minimalism,	but	demonstrated	a	porous,	non-hierarchical	interchange	between	this	other	and	genres,	for	example	electronica,	indie,	and	alternative	rock	(Bulut;	Cunningham;	Greene;	Robin	114).	This	music	was	often	presented	and	released	in	a	grassroots	or	“independent”	manner,	in	a	range	of	venues	often	closer	to	a	rock	club	than	a	concert	hall	(Byrne;	Cunningham).	Furthermore,	many	of	these	artists	were	from	a	similar	generation,	knew	and	worked	with	each	other,	and	were	producing,	at	the	time,	music	that	shared	a	number	of	similarities	(Little	&	Mack;	Greene;	Kozinn;	Robin	30-102).		When	the	term	first	began	to	circulate,	several	prominent	musicians	and	organisations	used	it	themselves	to	describe	their	music.	A	notable	example	is	New	Amsterdam	records,	a	group	co-founded	by	William	Brittelle,	Judd	Greenstein	and	Sarah	Kirkland	Snider,	and	perhaps	the	most	influential	record	label	in	the	indie	classical	movement	(Robin	103;	Vitale).	In	a	late	2007	press	release,	the	newly	founded	New	Amsterdam	declared	a	mission	to	“provide	a	haven	for	the	young	New	York	composers	whose	music	slips	through	the	cracks	between	genres”,	to	represent	“music	without	walls,	from	a	scene	without	a	name”	(Robin	1).	However,	the	same	press	release	also	announced	the	launch	of	an	accompanying	website,	that	would	“foster	a	sense	of	connection	among	musicians	and	fans	in	this	‘indie	classical’	scene.”	This	slight	but	significant	inconsistency	between	“a	scene	without	a	name”	and	the	“‘indie	classical’	scene”	came	to	typify	New	Amsterdam’s	efforts	to	“simultaneously	transcend	genre	boundaries	while	positioning	itself	in	the	market.”	(Robin	1).			New	Amsterdam	never	intended	indie	classical	to	be	a	stylistic	label,	but	rather	used	the	term	to	brand	its	identity,	and	describe	its	innovations	in	the	classical	music	market	(Robin	116).	However,	by	2013	they	had	ceased	using	the	phrase	indie	classical,	a	move	indicative	of	a	wider	pushback	against	the	term	from	critics	and	musicians	alike	(Bulut;	Muhly;	Robin	114).			
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These	critics	began	to	realise	that	the	deeper	one	dug,	the	more	the	label	was	trying	to	describe	something	that	appeared	inherently	indescribable	(Bulut;	Greene;	Studarius).	And	the	musicians	particularly	objected	to	the	term	being	used	as	a	genre	label,	when	they	each	had	their	own	individual	musical	influences,	voices	and	goals.	Yes,	many	of	them	worked	with	each	other,	and	at	times	produced	music	with	similar	stylistic	qualities.	However,	for	the	most	part	this	was	not	due	to	a	conscious	desire	to	create	a	certain	genre	of	music,	but	quite	the	opposite;	it	was	a	result	of	a	shared	post-genre	ethos	(Brittelle;	Dessner;	Little	&	Mack;	Mazzoli;	Muhly;	Perren).			It	is	not	my	opinion	that	phrase	indie	classical	is	inherently	good	or	bad,	or	should	not	be	used	anymore.	As	much	as	labels	can	constrain,	it	is	also	very	difficult	for	critics	or	an	audience	to	talk	about	a	movement,	or	a	group,	or	even	one	person’s	work	without	using	them.	But	it	is	important	to	understand	the	limits	of	these	labels.		Indeed,	this	is	a	sentiment	echoed	by	a	number	of	the	interviewees	who	contributed	to	this	research	(Brittelle;	Little	&	Mack;	Mazzoli).	Furthermore,	while	many	of	them	disagree	with	indie	classical	as	a	genre	term,	most	didn’t	mind	identifying	themselves	as	operating	with	an	indie	classical	ethos,	describing	a	collaborative,	do-it-yourself	approach.			Robin	goes	on	to	discuss	in	depth	the	development	and	many	definitions	of	indie	classical	in	his	2016	dissertation	“A	Scene	Without	a	Name:	American	New	Music	in	the	Twenty-First	Century”.	Indeed,	I	formulated	my	own	theoretical	list	of	indie	classical	music	characteristics	in	the	previous	chapter,	before	acknowledging	the	problems	inherent	in	doing	so.	However,	the	remainder	of	this	project	doesn’t	place	as	much	emphasis	on	examining	the	indie	classical	movement	as	such,	but	rather	is	framed	by	ethos	that	underpins	it—a	post-genre	approach	to	music.	This	is	partially	due	to	respect	for	the	interviewees	involved	who	oppose	the	term	indie	classical,	but	also	because	the	following	research	can,	and	should	be	applicable	to	presenting	music	from	a	much	broader	range	of	backgrounds.		 	
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Composer	and	Performer	Interviews	
Context,	Philosophy	and	Output	Many	of	the	interviewees	cited	minimalist	composers	such	as	Philip	Glass,	Steve	Reich	and	Terry	Riley	as	colleagues	or	influences	(Dessner;	Little	&	Mack;	Mazzoli;	Perren).	Modernist	or	avant-garde	composers	featured	as	stylistic	references	just	as	readily.	William	Brittelle	cited	European	modernists	such	as	Xenakis	and	Ligeti;	David	T.	Little	was	particularly	influenced	by	the	second	Viennese	school;	and	Missy	Mazzoli	counted	“thornier,”	more	experimental	composers	such	as	Elliot	Carter	as	influences.			These	influences	are	by	no	means	all	20th	and	21st	century.	Dessner	often	incorporates	aspects	of	early	music	performance	practice	into	his	compositions,	and	Mazzoli	cites	influence	from	a	broad	range	of	19th	century	compositions.	Indeed,	all	of	the	interviewees	noted	a	large	awareness	of	the	classical	tradition,	draw	upon	many	different	aspects	of	it,	and	all	have	tertiary	degrees	in	the	field.		Importantly,	this	acknowledgement	and	influence	of	the	Western	art-music	tradition	is	but	one	facet	in	all	the	interviewees’	philosophy	and	output.	Perhaps	one	of	the	most	significant	aspects	that	these	musicians	share	in	their	ethos	is	to	acknowledge	the	Western	art-music	tradition,	but	treat	it	as	an	equal	part	of	all	their	musical	influence,	attempting	to	break	away	from	notions	of	superiority,	or	“high”	and	“low”	art.		Many	of	the	interviewees	struggled	with	moving	away	from	this	notion	of	artistic	hierarchy	at	times,	particularly	David	T.	Little	and	Chris	Perren.	For	example,	Little	felt	obliged	to	reject	non-classical	influences	when	he	began	studying	classical	composition,	in	favour	of	post-war	avant-garde	composers	from	the	Western	art-music	tradition.	It	wasn’t	until	later	in	his	career	that	he	felt	he	was	able	to	re-introduce	other	styles	of	music	into	his	work,	now	a	major	compositional	goal	for	him.			A	freedom	to	incorporate	aspects	of	any	style	or	genre	into	their	musical	output	without	a	sense	of	hierarchy	obviously	results	in	a	plethora	of	influences	and	stylistic	threads	throughout	each	composer’s	musical	output.	Rock	is	one	large	area	that	a	number	of	the	interviewees	were	influenced	by.	Bryce	Dessner	plays	in	Grammy	award-nominated	indie	rock	band	The	National,	and	through	an	interest	in	finding	a	specific	American	voice,	is	influenced	by	rock	‘n’	roll.	Chris	Perren	was	a	member	of	Australian	math-rock	band	Mr.	Maps	
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for	a	number	of	years,	and	cites	post-rock	as	a	big	influence	on	his	music.	William	Brittelle	and	David	T.	Little	also	both	name	a	number	of	metal	artists	as	influences.		William	Brittelle	and	Missy	Mazzoli	both	state	a	significant	interest	in	current	electronica	and	electronic	dance	music,	including	artists	such	as	Oneohtrix	Point	Never,	and	recent	Björk	collaborator	Arca.	Indeed,	the	lines	between	composer	and	electronic	producer	are	blurred	in	the	post-genre	world.	Brittelle,	Little,	Mazzoli	and	Perren	are	all	skilled	studio	producers,	having	created	electronics	as	part	of	many	of	their	compositions,	or	in	the	case	of	Mazzoli	and	Perren,	blurring	the	lines	even	further,	and	producing	whole	albums	many	critics	might	classify	as	electronica.		Influences	are	by	no	means	restricted	to	music	either.	Brittelle	cites	Dutch	painter	Willem	De	Kooning	as	a	large	influence,	as	well	as	Tarkovsky	films	such	as	Solaris.	David	T.	Little	watches	a	lot	of	film	too,	and	considers	doing	so	as	study	for	his	operatic	composition.	Dessner	and	Brittelle	are	both	influenced	by	mid-century	American	poets.		This	freedom	to	incorporate	elements	of	many	different	styles	and	genres	also	runs	the	other	way,	as	William	Brittelle	states:	“a	lot	of	composers,	especially	in	New	York,	are	feeling	pressured	to	have	these	popular	influences	on	their	work,	even	if	they’re	not	necessarily	influenced	by	them.	I	don’t	like	that	idea.”	On	the	same	note,	interviewees	such	as	William	Brittelle,	Missy	Mazzoli	and	Chris	Perren	relished	the	freedom	to	not	use	modern	technology	at	all	if	they	so	desired.		Each	of	the	interviewees	has	many	more	influences	particular	to	themselves	that	are	not	listed	here,	as	to	do	so	would	take	many	more	words	than	have	already	been	used	in	covering	the	topic.	As	such,	it	starts	to	become	clear	that	any	discussion	of	specific	influences	becomes	almost	irrelevant.	Each	of	these	post-genre	musicians	are	free	to	draw	equally	upon	a	wide	range	of	individual	influences	from	any	number	of	different	areas	and	disciplines,	their	own	“infinite	palette.”	And	through	this,	their	output	becomes	kaleidoscopic	too,	whether	a	solo	piano	work,	a	purely	electronic	album,	or	an	audio-visual	acoustic	and	electronic	work.	Many	do	have	shared	influences,	particularly	an	acknowledgement	of	the	Western	art-music	tradition,	and	these	shared	influences	at	times	result	in	shared	stylistic	outcomes,	which	in	part	led	to	the	pervasion	of	the	term	“indie	classical”.	However,	this	is	not	the	point.	As	William	Brittelle	puts	it,	“it’s	about	each	person	.	.	.	having	the	right	to	create	the	music	that	they	want	to	create.”	
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Furthermore,	although	these	composers	do	each	cite	a	number	of	artists	and	genres	influential	to	them,	rather	than	specifically	reference	them	in	their	works	(though	that	does	sometime	happen),	most	see	themselves	as	moving	beyond	specifically	“referencing”	artists	and	genres.	As	David	T.	Little	puts	it,	he	aims	to	“distil	the	elements	into	a	unique	language,	that	isn’t	necessarily	referencing	quite	as	much,	but	into	my	own	language	that	contains	elements	of	all	these	things,	that	maybe	aren’t	recognizable	as	themselves	anymore.”	Missy	Mazzoli	concurs,	explaining	that:			 With	each	piece,	I’m	trying	to	create	something	that	no	one	has	ever	heard	before,	and	labels	are	automatically	about	music	that	has	been	heard	before,	and	how	your	music	compares	to	that	.	.	.	[my	music	is]	really	a	combination	of	all	these	different	things,	and	any	sound	that	I	encounter	is	sort	of	in	my	mind	up	for	grabs	.	.	.	[I	don’t	wonder]	“what	will	it	mean	if	I	use	that	sound	or	that	technique”	.	.	.	It	all	comes	out	of	various	traditions	and	very	much	out	of	the	classical	tradition,	but	there	are	rarely	direct	quotations.	It’s	all	been	sort	of	mixed	up	in	my	mind.	(Mazzoli)		
Post-Genre,	Postmodernism,	Critics	and	Academia	The	composers	generally	don’t	actively	think	about	things	in	terms	of	genre	while	they’re	creating	(although	at	times	they	do	specifically	choose	to	do	so).	When	questioned	whether	he	identified	with	Jonathan	Kramer’s	belief	that	postmodernist	musicians	“include	quotations	of	or	references	to	music	of	many	traditions	and	cultures,”	William	Brittelle	put	it	succinctly	in	that	“the	whole	idea	of	making	it	about	referencing,	that	makes	it	about	genres	.	.	.	post-genre	is	not	about	genre.”		The	interviewees	acknowledge	a	number	of	areas	or	specific	names	they	are	interested	in	or	influenced	by	in	general,	but	feel	that	much	meaning	or	artistic	lineage	is	applied	by	external	sources	after	the	creative	process,	which	a	number	specifically	took	issue	with.	For	example,	William	Brittelle,	Eileen	Mack	and	Missy	Mazzoli	found	many	of	Jonathan	Kramer’s	aforementioned	characteristics	of	postmodernist	music	quite	problematic,	particularly	two	characteristics	that	many	other	critics	and	academics	have	often	applied	to	post-genre	or	indie	classical	music:	that	it	“challenges	barriers	between	‘high’	and	‘low’	styles”	and	“questions	the	mutual	exclusivity	of	elitist	and	populist	values.”			Brittelle	posited	that	while	critics	and	academics	often	promote	post-genre	music	as	intentionally	challenging	barriers,	this	is	very	often	not	an	intentional	aim	during	composition,	but	rather	just	a	way	the	end	result	could	be	interpreted.	Furthermore,	Missy	Mazzoli	made	the	point	that	if	she	were	to	actively	challenge	barriers	between	“high”	and	
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“low”	styles,	she	would	still	be	acknowledging	and	legitimizing	that	there	is	a	clear	distinction	between	the	two,	something	she	strongly	disagrees	with.		In	discussing	the	characteristic	“question[ing]	the	mutual	exclusivity	of	elitist	and	populist	values,”	David	T.	Little	and	Eileen	Mack	spent	a	while	discussing	Kramer’s	problematic	wording	of	these	concepts:		 Eileen:	If	you	Venn	diagram	it,	you’re	going	to	have	“rich	people”	and	“a	lot	of	people”?		.	.	.	What	is	populist?	David:	What	does	that	mean;	does	it	mean	you	desire	popularity?	Eileen:	Yeah,	I	think,	I	know	what	[Jonathan	Kramer]	means,	and	it’s	kind	of	condescending.	(Little	and	Mack)		These	topics	of	elitism	and	populism	were	complex	though.	While	interviewees	such	as	Eileen	Mack	and	Missy	Mazzoli	largely	disagreed	with	Kramer’s	wording,	nearly	all	of	those	interviewed	discussed	the	elitism	that	has	been	inherent	at	times	in	the	classical	tradition,	and	most	also	indicated	an	active	opposition	to	it.	David	T.	Little	expressed	a	desire	to	challenge	assumptions	of	elitism	in	opera.	Chris	Perren	strongly	identified	with	challenging	barriers	of	elitism.	And	while	expressing	a	desire	to	draw	the	“widest	possible	audiences”	to	her	concerts,	Missy	Mazzoli	expressed	strong	discomfort	at	the	idea	that	“classical	music	is	just	for	rich	white	people,”	a	problem	she	doesn’t	think	is	addressed	nearly	enough.		A	similar	concept	that	Missy	Mazzoli,	William	Brittelle	and	Chris	Perren	all	discussed	is	a	desire	to	create	music	that	can	connect	with	people	who	may	not	have	an	extensive	amount	of	formal	training	in	the	classical	tradition.	As	Mazzoli	put	it,	she	would	prefer	that	music	drawing	from	the	classical	tradition,	like	hers,	be	presented	“in	a	way	where	people	can	relax	and	be	open-minded,	and	not	feel	like	they	need	a	college	degree	to	listen.”			As	an	epilogue	to	this	discussion	of	the	relationship	between	post-genre	music	and	postmodernism,	particularly	in	relation	to	Jonathan	Kramer’s	perspective	on	the	matter,	it	is	my	view	that	a	post-genre	approach	to	music	is	indeed	a	highly	postmodernist	one,	and	the	fact	that	many	of	the	interviewees	found	Kramer’s	characteristics	problematic	actually	supports	this	view.	Even	before	listing	the	characteristics,	Kramer	acknowledged	that	attempting	to	pin	down	and	define	postmodernism	was	problematic,	as	the	movement	is	inherently	and	importantly	undefinable.	This	is	the	same	problem	people	have	when	attempting	to	classify	post-genre	music,	as	explored	in	regards	to	the	term	“indie	classical”	
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above.	The	whole	point	is	that	it’s	stylistically	unclassifiable.	What	is	shared	is	an	ethos,	of	inclusivity	and	non-hierarchical	artistic	freedom.		It	could	well	be	argued,	and	supported	using	the	transcripts,	that	all	of	the	interviewees	identified	at	least	in	part	with	the	underlying	sentiments	of	each	of	Kramer’s	characteristics,	and	that	opposition	was	due	to	the	way	they	were	worded.	Indeed,	not	everyone	even	took	issue	with	the	list—Chris	Perren	identified	quite	strongly	with	all	five	of	the	selected	points,	and	David	T.	Little	at	times	only	began	to	question	them	after	his	interview	partner	Eileen	Mack	did.		However,	following	these	interviews,	and	discussing	the	above	points	with	each	of	the	participants,	it	becomes	clear	that	this	is	simplistic	argument.	Considering	that	Jonathan	Kramer	is	a	specialist	in	postmodernism,	his	list	is	worded	in	a	very	binary,	non-postmodern	way,	when	according	to	Lawrence	Kramer,	“postmodernist	strategies	of	understanding	are	incorrigibly	interdisciplinary	and	irreducibly	plural.”	Or	in	the	words	of	William	Brittelle,	“you	can	look	at	it	through	an	old	prism,	but	you’re	not	going	to	get	the	correct	message.”	
Composer-Performer-Audience	Returning	to	the	theme	of	musical	openness	and	freedom,	one	of	the	most	prominent	instances	of	this	was	in	regards	to	the	relationship	between	composer,	performer	and	audience.		In	contrast	to	high	romantic	and	modernist	ideals	of	musical	autonomy	(Grey	6;	Pontara	72-74),	every	one	of	the	interviewees	stressed	the	importance	of	collaborative,	open	and	equal	relationships:		 David:	There’s	this	idea	that	[the]	composer	is	in	this	sort	of	ivory	tower	[and]	is	just	throwing	music	out	into	the	world,	but	I	don’t	think	that	really	exists.	Eileen:	And	they’re	probably	not	getting	very	good	performances	that	way.	(David	T.	Little	and	Eileen	Mack)		William	Brittelle,	Missy	Mazzoli	and	Chris	Perren	in	particular	emphasised	the	audience’s	important	role	in	the	music	making	and	experiencing	process.		Making	an	emotional	connection	with	the	audience	was	paramount	to	many	of	the	participants,	particularly	mentioned	by	David.	T	Little,	Missy	Mazzoli	and	Chris	Perren.	As	Mazzoli	puts	it	“my	goal	is	to	help	people	access	parts	of	their	emotions	and	personality	and	
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life	that	are	not	so	easily	accessed.”	This	is	a	topic	that	will	also	be	examined	in	the	next	section,	“Effective	performance	and	presentation.”		William	Brittelle,	David	T.	Little,	and	Missy	Mazzoli	also	expressed	a	desire	for	the	audience	to	come	to	the	party	with	a	degree	of	open	mindedness	and	interest.	Mazzoli	elaborates	on	this	topic:		 I	would	love	for	people	to	come	with	no	preconceived	notions	of	who	I	am	or	what	I’m	trying	to	do,	I	want	people	to	come	to	an	open	mind	.	.	.	If	you	say	to	someone,	“I	have	this	band,”	they	become	open	and	receptive	to	all	these	weird	things	that	I	could	do.	If	you	say	to	someone	that	you’re	a	composer	.	.	.	their	expectations	become	smaller	and	smaller.	(Mazzoli)		Though	William	Brittelle,	Missy	Mazzoli	and	Chris	Perren	were	very	passionate	about	assisting	potential	new	audiences	to	be	interested	and	open-minded	through	careful	marketing	and	presentation,	David	T.	Little	and	Eileen	Mack	wondered	how	important	this	was.	Eileen	posited	that	although	“there’s	an	assumption	that	if	you	educated	[potential	future	audiences]	about	classical	music	they	would	like	it,”	there	will	always	be	people	who	aren’t	so	open	to	new	musical	experiences,	and	that	programmers	and	performers	shouldn’t	feel	that	winning	everyone	over	is	possible	or	necessary.		Many	of	the	interviewees	took	issue	with	a	concept	of	“educating	new	audiences.”	Mazzoli	and	Brittelle	believe	many	programmers	and	performers	mistakenly	think	that	“dumbing	down”	music	drawing	from	the	Western	art-music	tradition	will	bring	in	a	wider	or	more	diverse	audience.	Brittelle	in	particular	strongly	believes	that	there	is	a	large	demand	for	“quiet	listening	music”	amongst	a	large	portion	of	the	population,	and	argued	that	if	art-music	programmers	are	not	selling	enough	tickets,	it’s	because	they	are	promoting	the	wrong	music	in	the	wrong	way	for	a	number	of	demographics.		He	continued	on	this	topic,	also	discussing	the	importance	of	involving	local	communities	and	programming	new	music:		 I	would	love	to	see	a	major	orchestra	anywhere	commit	to	50/50	new	music—and	that	doesn’t	mean	Philip	Glass,	or	music	from	30	years	ago,	that	means	music	written	now.	Which,	by	the	way,	is	cheaper	than	getting	Lang	Lang	to	come	and	play	a	concerto.	Program	music	now,	program	local	music,	every	major	city	has	great	composers	in	it.	Develop	relationships	with	them	.	.	.	There	are	these	800-1000	person	venues	.	.	.	that	[contemporary	experimental	indie	rock	band]	the	Dirty	Projectors	play	in,	and	then	there	are	5	people	between	the	ages	of	25	and	55	in	concert	halls	and	that	doesn’t	
	 20	
make	sense.	It’s	also	the	only	financial	way	forward,	those	are	the	people	that	are	going	to	have	money	and	contribute	to	this	.	.	.	But	you	reach	them	in	different	ways.	(Brittelle)		These	sentiments	are	supported	by	the	most	recent	data	regarding	cultural	event	attendance	published	by	the	Australian	Bureau	of	Statistics.	The	percentage	of	Australians	aged	between	15-34	attending	classical	music	concerts	during	2013-14	was	between	6-6.7%.	This	figure	starts	to	slowly	increase	with	age,	with	those	aged	35-54	attending	at	8-9.8%.	However,	this	attendance	percentage	only	hits	double	figures	past	55,	with	11.1%	for	those	aged	between	55-64,	and	13.9%	for	those	65-74	(ABS	2015).	In	contrast,	44.5%	of	those	aged	18-24	attended	a	popular	music	concert	in	2013-14,	with	attendance	of	25-44	year-olds	still	at	around	37%.		A	belief	in	the	importance	of	new	music,	and	its	place	in	connecting	to	society	today	was	passionately	shared	by	all	of	the	interviewees.	All	the	interviewees	stressed	the	importance	of	creating	a	welcoming,	communal	concert	atmosphere,	and	ensuring	the	audience	feels	important	and	involved	in	the	music	making	process.	William	Brittelle	noted	that:		[An]	audience	wants	to	be	in	situations	.	.	.	where	people	are	taking	chances,	because	then	their	role	is	important.	Their	role	in	saying	what	was	successful	and	what	wasn’t.	When	you	go	to	see	a	piece	that	everyone	has	heard	50	times,	and	they	say,	“oh,	this	bit	was	a	little	different”	.	.	.	that’s	the	part	of	it	they	like!	That	part	of	it	is	so	accentuated	when	it’s	something	new	that	we	can	all	talk	about	together.	(Brittelle)		The	communal	and	social	aspects	of	music	making	and	experiencing	were	highly	prominent	topics	in	this	theme	of	the	composer-performer-audience	relationship.	Chris	Perren	in	particular	highlighted	the	importance	of	allowing	the	audience	to	socialise	during	the	concert:		 I’m	not	so	confident	in	my	own	artistic	greatness	to	think	that	people	are	coming	to	a	concert	.	.	.	simply	to	hear	some	music	and	then	go	home	again.	That	is	like,	ten	percent	of	the	reason	people	come.	They	come	to	be	seen,	they	come	to	see	other	people.	They	come	to	.	.	.	see	the	performers,	because	maybe	they’re	friends	and	they	want	to	see	them	shine	.	.	.	(Chris	Perren)		However,	many	of	the	interviewees	discussed	a	balance	between	a	wish	for	audiences	to	be	social	and	relaxed,	and	a	desire	for	a	measure	of	respect	to	be	paid	to	the	performance	itself.	As	an	example,	Perren	likes	the	idea	that	audiences	feel	free	to	clap	between	movements,	and	even	perhaps	quietly	go	to	the	bar	to	grab	a	drink	halfway	through	a	piece,	but	he	would	be	irritated	to	hear	people	talking	through	a	performance	of	his	piece.		
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The	theme	of	local	social	connection	that	ran	throughout	many	of	the	interviews	wasn’t	limited	to	the	audience’s	perspective.	Even	solely	from	a	compositional	point	of	view,	all	of	the	interviewees	listed	their	colleagues,	and	even	other	interview	participants,	as	integral	influences	and	support	networks.	Though	a	post-genre	approach	to	music	is	not	tied	to	a	specific	place	or	group,	it	would	be	remiss	to	not	mention	the	tightly	woven	network	of	musicians	and	composers	sharing	similar	musical	ideals	throughout	New	York	and	the	surrounding	area.	Even	here	in	Australia,	local	social	networks	in	music	are	very	important,	something	Chris	Perren	noted	throughout	his	interview.		The	social	aspects	of	the	composer-performance-audience	relationship	blur	even	more	when	the	concept	of	an	indie	classical	ethos	is	introduced.	As	mentioned	in	the	introduction	to	these	interviews,	a	number	of	the	participants	didn’t	object	to	the	concept	of	indie	classical	when	describing	a	DIY	ethos	rather	than	a	genre	or	stylistic	label,	and	this	theme	of	social	connection	is	integral	to	that	idea	of	an	“indie	classical”	ethos.	As	David	T.	Little	put	it,	“I	think	the	‘indie	classical’	thing,	that	was	a	really	important	part	of	it.	We	were	each	other’s	audience.	We	went	to	everybody’s	shows.”		Another	perspective	on	the	importance	of	social	interaction	is	from	the	performer’s	point	of	view.	Chris	Perren,	who	began	his	musical	career	in	a	math-rock	band,	noted	that:		Being	in	a	rock	band	is	an	incredibly	social	thing	to	do.	You	do	it	because	you	make	lifelong	friends	and	you	tour	with	four	other	people	.	.	.	You	develop	a	sort	of	a	friendship	with	those	people	that’s	very	unusual	.	.	.	And	I	sort	of	think	that	.	.	.	[an]	ensemble	has	a	similar	sort	of	reason	to	be	there,	because	it’s	a	social	thing	for	them	as	well.	(Perren)		But	perhaps	the	most	prevalent	theme	throughout	this	discussion	of	the	composer-performer-audience	link	is	a	desire	for	an	open,	equal	composer-performer	relationship.	However,	this	desire	for	openness	and	freedom	is	not	without	caveats.	
Effective	Performance	and	Presentation	All	of	the	composers	interviewed	stress	a	desire	for	performer	freedom,	and	flexible	interpretations	of	their	pieces.	More	than	that,	many	expressed	a	wish	for	performers	to	take	musical	risks,	and	use	their	own	initiative.	William	Brittelle	and	Missy	Mazzoli	found	many	classically	trained	players	had	a	tendency	to	be	musically	timid	when	performing	new	music,	particularly	in	an	orchestral	setting.	Mazzoli	expressed	a	wish	for	performers	more	familiar	with	traditional	classical	styles	to	bring	exactly	
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the	same	“daring	and	confidence”	approach	to	performing	new	works,	as	she	believes	composers	in	the	past	and	now	are	often	just	“after	the	same	thing”:	a	convincing	emotional	or	cerebral	reaction	to	the	music.		Brittelle	also	discussed	a	tendency	for	orchestras	to	rehearse	older,	more	established	works	much	more	than	new	music.	Ideally,	the	opposite	should	be	the	case,	as	the	new	compositions	may	well	contain	aspects	much	less	idiomatically	familiar	to	orchestral	players	more	used	to	performing	works	from	the	Classical	and	Romantic	periods:		 There’s	situations	where	people	think	it’s	enough	just	to	play	something	new,	and	not	actually	put	in	the	time	.	.	.	When	so	much	of	the	performance	practice	involved	in	something	doesn’t	fit	in	your	wheelhouse,	you	really	have	to	spend	a	little	more	time	but	then	you	get	a	lot	out	of	it.	[Otherwise]	you	have	an	unsuccessful	performance	and	people	say	we	shouldn’t	perform	or	program	new	music.	(Brittelle)		Many	of	the	interviewees	also	discussed	the	positives	of	performers	working	directly	with	a	composer	when	preparing	a	new	work.	Doing	so	is	of	mutual	benefit	to	both	parties,	as	the	performer	can	better	understand	what	the	composer	is	trying	to	express,	and	the	composer	can	learn	how	to	communicate	their	musical	intentions	more	clearly.	
Post-Genre	Performance	Practice	In	his	previous	quote	concerning	musical	commitment,	William	Brittelle	also	began	to	touch	on	another	important	topic,	the	emergence	of	a	new	post-genre	performance	practice:			 When	so	much	of	the	performance	practice	involved	in	something	doesn’t	fit	in	your	wheelhouse,	you	really	have	to	spend	a	little	more	time	but	then	you	get	a	lot	out	of	it		.	.	.	I	think	in	general	there	is	a	new	performance	practice	that	is	developing	within	our	community	.	.	.	there	isn’t	one	right	tone,	or	one	right	way	to	play	something—it	calls	for	a	larger	skill	set.	(Brittelle)		The	ability	for	performers	to	recognise	and	understand	many	different	styles	was	of	paramount	importance	for	many	of	the	participants.	As	the	most	active	performer	in	the	group	of	interviewees,	Eileen	Mack	had	a	lot	to	say	on	this	topic.		 As	a	performer	I	[am]	familiar	with	lots	of	different	styles,	just	in	case,	when	I	know	composers	can	reference	them.	So	that	I	can	make	decisions	that	make	sense,	and	not	just	play	it	all	like	Mozart	.	.	.	I	would	say	that	there’s	a	difference	between	players	that	come	out	of	conservatories	that	always	play	in	the	really	classically	correct	way.	That’s	probably	how	you	would	like	them	to	play	in	an	orchestra	or	something,	but	I	think	that	a	lot	of	the	composers	that	I	work	with,	if	you	played	their	music	in	that	way,	you	would	really	be	missing	a	lot.	(Little	and	Mack)		
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Mack	discussed	the	importance	of	being	open	to	experimenting	with	different	sounds,	whether	this	means	using	extended	techniques,	playing	with	a	“dirtier”	or	less	classically	traditional	tone,	or	referencing	non-classical	performance	traditions	such	as	jazz	or	blues	music.	She	also	named	a	thorough	and	diverse	understanding	of	rhythmic	ideas	as	an	important	aspect	in	this	performance	practice.	This	concept	is	also	highlighted	by	David	T.	Little	and	William	Brittelle,	who	consider	the	ability	to	count	effectively	and	understand	complex	rhythms	as	central	to	performing	their	music.		In	discussing	this	new	post-genre	performance	practice,	Bryce	Dessner	and	Missy	Mazzoli	echoed	a	desire	for	performers	to	be	able	to	reference	a	number	of	varied	performance	styles,	but	stated	they	would	always	write	in	the	score	what	they	were	after	if	it	was	particularly	important.	 	An	example	of	this	can	be	found	in	Dessner’s	2013	work	for	string	quartet	Little	Blue	Something,	where	at	the	beginning	he	directs	the	violist	to	play	“sempre	flautando	[always	with	a	light,	fast	bow],	sul	tasto	[over	the	fingerboard],	in	the	Gamba	style”	(see	Example	1).	The	Gamba	is	an	instrument	from	early	and	renaissance	music,	periods	Dessner	is	often	influenced	by,	and	in	asking	the	performer	to	play	“sempre	flautando”	and	“sul	tasto,”	the	composer	elicits	a	surprisingly	analogous	sound	to	this	early	instrument	from	the	modern	viola.	Furthermore,	by	specifying	“in	the	Gamba	style,”	he	makes	the	specific	period	and	sound	he	wants	emulated	quite	clear,	while	also	giving	the	performer	room	to	incorporate	their	own	ideas	in	achieving	such	a	sound.	 Missy	Mazzoli	frequently	directs	the	player	to	reference	a	certain	style,	as	well	as	often	using	emotive	performance	directions	(see	Examples	2	and	3).	Having	recently	performed	her	piece	Tooth	and	Nail	for	solo	viola	and	electronics,	I	expressed	during	her	interview	that	“I	personally	find	the	descriptions	in	your	music	great.	It	was	a	lot	easier	to	connect	with	your	music	when	you	wrote	things	like	‘wild’	rather	than	just	‘fortissimo’”.	Mazzoli	replied	“because	that	also	leaves	room	for	you—because	‘wild’	implies	a	dynamic,	articulation,	and	a	certain	approach	to	tempo	.	.	.	With	‘fortissimo’,	that’s	only	one	small	piece	of	it”	(See	Example	3).	
Ex.	2.	Missy	Mazzoli,	Tooth	and	Nail	(2010),	
viola	part,	bars	122–123.	
Ex.	1.	Bryce	Dessner,	Little	Blue	Something	
(2012),	viola	part,	bars	1–3.	
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	This	leads	back	to	a	previously	mentioned	aspect	that	many	of	the	interviewees	believed	highly	important	in	a	performance	of	their	music:	an	emotional	connection	between	the	music,	and	both	the	performer	and	audience.	Though	the	composers	interviewed	were	very	supportive	of	performers	taking	risks	and	showing	initiative	in	performances	of	their	work,	many	hoped	that	through	this	the	performer	would	find	a	way	to	express	the	emotional	intent	implied	(or	such	as	with	Dessner	and	Mazzoli,	specifically	requested)	behind	the	notes.	As	David	T.	Little	explained,	“I	don’t	mind	if	players	get	broadly	interpretative	as	long	as	it’s	within	the	intent,”	or	as	Chris	Perren	says,	“I	prefer	the	spirit	of	the	music	to	be	followed”.		On	the	topic	of	emotional	connection,	Missy	Mazzoli	also	requested	that	performers	not	apply	an	excessively	“Romantic”	or	“schmaltzy”	style	to	her	music	unless	it	was	specifically	marked,	and	in	particular	to	not	take	excessive	liberties	with	the	rhythm:	“I	try	to	[notate]	a	lot	of	freedom.	There	are	moments	where	they	can	be	very	free,	but	if	I’ve	written	that	you	should	be	precise	then	you	need	to	be”	(Mazzoli).			Another	prominent	theme	of	a	new	post-genre	performance	practice	was	the	use	of	modern	technology.	Although	the	interviewees	wrote	for	or	performed	in	many	different	venues	and	situations,	they	all	had	a	lot	of	experience	working	with	amplification,	and	highlighted	the	importance	of	knowing	how	to	properly	perform	in	amplified	situations.	Eileen	Mack	discussed	having	to	learn	how	to	play	with	amplification	herself	through	trial	and	error,	as	the	skill	is	often	not	covered	in	traditional	conservatorium	teaching.	This	involved	aspects	such	as	correct	microphone	placement,	learning	how	the	amplified	result	would	sound	to	the	audience,	and	troubleshooting	equipment.		Working	in	fully	amplified	performance	environments	also	requires	the	performer	to	become	comfortable	with	a	completely	different	aural	soundscape,	as	what	the	performer	will	hear	from	a	set	of	foldback	speakers	is	completely	unlike	the	crisp,	clear	aural	feedback	one	would	be	used	to	in	an	acoustic	classical	concert	hall.	David	T.	Little	and	Eileen	Mack	discuss	this:		David:	So	much	of	it	is	I	think	learning	how	to	interpret	what	you’re	hearing,	because	it’s	not	clear	.	.	.	you’re	hearing	this	sort	of	noisy,	muddy	chaos	.	.	.	
Ex.	3:	Missy	Mazzoli,	Tooth	and	Nail	
(2010),	viola	part,	bar	164.	
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Eileen:	And	then	if	you	work	with	performers	who	want	it	to	sound…	they	want	their	monitor	to	make	them	feel	like	it’s	a	beautiful	acoustic	space.	You	know,	at	which	point	everything	gets	so	flooded	by	sound	that	you’re	in	chaos.		
Venue	and	Event	Organisation	All	the	interviewees	strongly	highlighted	the	importance	of	quality	live	amplified	sound,	largely	the	result	of	an	unhurried	and	comprehensive	sound	check,	and	a	sound	engineer	specifically	experienced	in	working	with	ensembles	with	instruments	from	the	classical	tradition.	David	T.	Little	described	how	he	will	always	attempt	to	use	one	specific	sound	person:		Because	he	gets	it,	he	.	.	.	has	remarkable	ears	and	understands	.	.	.	it’s	much	more	subtle	than	[a	rock	show]	would	be	in	terms	of	mic-ing	needs.	He	knows	when	he	can	push	things.	[He]	got	a	shout	out	from	a	critic	in	the	New	York	Times	for	just	pushing	the	boundaries.	(Little	and	Mack)		Many	of	the	interviewees	also	discussed	the	use	of	other	modern	technologies	during	performance,	such	as	visual	projections,	and	emphasised	that	these	needed	to	be	incorporated	discerningly,	otherwise	they	proved	detrimental.	Eileen	Mack	in	particular	recounted	a	number	of	performances	where	lighting	technicians	would	get	so	caught	up	in	ensuring	visual	projections	were	clear	and	working	well	that	the	live	performers	were	unable	to	see	or	read	their	sheet	music.		Every	interviewee	discussed	the	importance	of	finding	a	venue	that	suited	the	music	being	performed.	Bryce	Dessner	and	Chris	Perren	especially	considered	the	“openness”	of	a	venue:		 If	you	play	in	a	classical	venue	you’re	going	to	already	feel	like	[you]	have	to	behave	a	certain	way,	and	that	might	break	the	casualness	of	the	occasion	unless	you	work	very	hard	to	set	it	up	and	in	such	a	way	that	people	feel	comfortable.	(Perren)		Having	been	commissioned	to	write	for	Carnegie	Hall,	Dessner	felt	some	of	his	music	worked	well	there,	but	also	loved	hearing	it	in	a	club,	or	in	a	festival.	He	particularly	expressed	a	preference	for	creating	new	venues	that	don’t	have	attached	history,	such	as	taking	over	old	warehouse	space.	This	sort	of	space	is	one	that	William	Brittelle	and	Chris	Perren	have	both	found	works	very	well	for	their	music,	a	result	echoed	in	my	own	performance	research,	which	will	be	discussed	below.		
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A	venue	that	enables	focus	on	the	music	being	performed	was	another	desirable	aspect.	David	T.	Little	recounted	a	festival	he	programmed	a	few	years	ago,	where	during	the	performance	of	a	very	quiet,	meditative	piece,	a	different	event	in	the	room	next	door	was	playing	very	loud	dance	music,	to	the	point	where	the	performance	Little	had	programmed	was	inaudible—a	situation	he	strives	to	not	repeat.	And	while	they	were	all	very	supportive	of	having	an	open	bar	in	the	venue,	particularly	as	it	assisted	the	audience	to	feel	relaxed,	Brittelle,	Dessner	and	Little	all	expressed	a	wish	for	any	bar	to	be	slightly	separate	from	the	actual	performance	space,	to	minimise	any	extraneous	noises	during	performance.		In	terms	of	the	event	organisation	itself,	the	pervading	theme	through	the	interviews	was	that	the	organiser	should	provide	attention	to	detail,	focus	on	enabling	the	performers	to	do	their	best	job,	and	ensure	both	the	performers	and	audience	felt	relaxed	and	taken	care	of.	This	may	sound	like	an	obvious	statement,	but	it	is	often	a	combination	of	many	small	and	easily	overlooked	things	that	result	in	this,	such	as	ensuring	the	performers	can	see	their	music	clearly;	providing	a	quality	green	room	as	a	warm-up	space	for	performers;	ensuring	that	the	schedule	is	running	smoothly	and	that	there	is	ample	time	for	sound	checks	and	the	like;	and	that	the	performers	feel	relaxed	and	taken	care	of.		Promotion	and	curation	were	two	other	big	aspects	for	the	interviewees.	Dessner,	Mazzoli	and	Perren	in	particular	emphasised	the	importance	of	a	professional,	cohesive	marketing	strategy,	as	this	forms	an	image	of	what	the	audience	can	expect	long	before	they	actually	attend	the	performance.	Perren	discussed	the	need	for	the	language	used	in	marketing	to	strike	a	balance	between	casual	and	informative,	and	felt	that	many	more	typical	classical	concerts	were	promoted	in	a	way	that	could	seem	alienating	or	elitist:			 The	way	that	things	are	spoken	about	as	being	like,	the	greatest	thing	ever	or	whatever.	Using	a	very	formal	kind	of	phrasing	for	things	.	.	.	I	think	that	tends	to	turn	unfamiliar	audiences	off	it.	Which	is	kind	of	counter	intuitive.	You	expect	that	if	you	tell	somebody	“this	is	incredibly	sophisticated	and	amazing”	they	would	be	like	“I	must	go”	–	but	it	actually	is	more	like	[they	end	up	feeling	intimidated	or	alienated].	(Perren)		 	
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Performance-Based	Research	and	Interview	Synthesis	In	addition	to	the	interviews	presented	above,	this	project’s	other	main	research	focus	was	practice-led,	through	a	series	of	concerts	which	I	curated	and	performed	in,	called	“Dots+Loops.”	Four	Dots+Loops	concerts	took	place	during	the	course	of	this	research.	Structured	anonymous	online	audience	surveys	were	conducted	following	two	concerts,	the	analysed	results	of	which	will	form	the	basis	of	much	of	the	following	discussion.	The	remaining	two	concerts	doubled	as	my	own	assessed	MPhil	recitals.	
Community	and	Social	Connection	Perhaps	the	most	prevalent	themes	throughout	the	audience	surveys	from	the	Dots+Loops	shows	were	social	connection,	and	community.	Firstly,	this	was	between	the	audience	members	themselves.	All	of	the	survey	participants	remarked	that	the	concerts	became	a	social	event	as	much	as	a	musical	performance,	an	aspect	they	all	highly	enjoyed.	Many	also	commented	on	the	friendly	and	respectful	crowd,	who	listened	to	the	performances	quietly	and	attentively,	despite	no	specific	instruction	to	do	so.		This	was	due	to	a	number	of	factors.	A	primary	contributor	was	the	choice	and	layout	of	venue.	Both	surveyed	concerts	took	place	in	converted	warehouse	spaces,	echoing	Bryce	Dessner	and	Chris	Perren’s	preferences	regarding	such	places	to	present	their	music.	These	venues	largely	consisted	of	one	main	communal	space,	with	a	flexible	range	of	places	to	observe	the	concert	from:	bar	stools,	couches	around	coffee	tables,	and	a	number	of	portable	folding	seats.	This	flexibility	was	something	all	the	participants	enjoyed—the	choice	to	sit	or	stand,	move	seating	around	as	desired,	and	an	overall	freedom	of	movement	strongly	contributed	to	the	relaxed,	friendly	atmosphere,	and	greatly	facilitated	ease	of	socialising.	One	participant	also	discussed	how	this	flexibility	of	perspective	positively	influenced	their	connection	with	the	music	and	performances.		A	second	contributing	aspect	to	this	social	connection	was	the	timetabling	of	performances.	Using	set	times	more	akin	to	a	typical	rock	show,	the	Dots+Loops	shows	operated	on	a	schedule	of	three	twenty-	to	thirty-minute	live	sets,	with	almost	as	much	of	a	break	in	between.	Not	only	did	this	break	give	the	audience	an	opportunity	to	socialise	(and	refill	their	drinks),	but	a	large	number	of	participants	indicated	that	it	allowed	them	to	discuss,	digest,	connect	with	and	better	enjoy	the	often	unfamiliar	contemporary	compositions	programmed.			
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It	was	also	noted	that	these	two	aspects	of	venue	choice	and	layout,	and	timetabling	of	performances	greatly	enhanced	the	feeling	of	accessibility	for	audience	members	who	did	not	have	a	history	of	attending	typical	classical	concerts.		On	another	level,	a	number	of	the	participants	highlighted	a	feeling	of	connection	between	the	audience,	performers	and	composers.	For	many,	this	provided	a	sense	of	intimacy	that	enabled	them	to	connect	with	the	performances	and	music	to	a	much	higher	degree.		Equality	between	audiences,	performers	and	composers	is	an	integral	value	of	the	Dots+Loops	series,	one	particularly	emphasised	after	it	emerged	as	a	primary	theme	in	the	composer	and	performer	interviews	above.	The	efficacy	of	simply	stating	the	importance	of	this	value	while	organising	and	rehearsing	for	the	concerts	shouldn’t	be	discounted,	but	there	are	also	more	quantifiable	factors	that	resulted	in	this	being	successfully	delivered	from	the	audience’s	point	of	view.			Again,	the	choice	and	layout	of	venue	contributed	strongly.	Both	of	the	surveyed	concerts	had	the	audience	and	performers	using	a	shared	entrance,	and	a	green-room	space	only	accessed	by	walking	through	the	main	audience	area	first.	One	event	took	place	in	a	venue	without	a	specifically	designated	stage,	an	aspect	in	particular	that	many	respondents	found	enhanced	their	connection	with	the	performers	and	music.			However,	even	though	the	other	venue	did	use	a	fully	installed	stage,	many	of	the	audience	survey	responses	still	indicated	a	sense	of	connection	and	intimacy	not	found	in	many	traditional	concert	halls.	It	is	the	author’s	view	that	this	was	due	to	a	focus	on	local	community,	another	key	value	of	the	Dots+Loops	series.			A	number	of	survey	participants	indicated	they	highly	enjoyed	being	able	to	talk	to	the	performers	and	composers	between	and	after	the	live	performances.	In	line	with	Chris	Perren’s	earlier	thoughts	on	the	matter,	others	came	to	the	shows	specifically	to	support	featured	local	performers	or	composers	they	were	friends	with.	Furthermore,	the	shows	have	always	featured	predominantly	local	performers,	and	have	increasingly	focused	on	programming	an	equal	mix	of	local	and	international	music,	particularly	after	doing	so	emerged	as	a	prime	goal	for	many	of	the	composers	and	performers	interviewed	earlier.	This	trend	was	recognised	and	praised	by	one	of	the	audience	survey	participants.		
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Venue	and	programming	choices	also	reflect	this	desire	for	local	performers	and	composers	to	connect	with	audiences.	As	previously	mentioned,	the	venues	used	all	centred	around	one	communal	area,	with	social	opportunities	in	this	space	further	facilitated	by	breaks	being	programmed	in	between	each	of	the	live	sets.	In	addition,	the	audience,	performers	and	any	composers	present	at	each	concert	were	encouraged	to	stay	and	mingle	in	this	communal	area	following	the	live	acts,	with	free	finger	food	provided,	and	a	bar	open	until	late.	This	was	accompanied	by	a	background	DJ	set	of	electronica,	techno	and	experimental	music	that	conceptually	flowed	on	from	the	rest	of	the	concert,	also	contributing	to	the	post-genre	ethos	of	the	shows.		The	presence	of	a	bar	in	the	venue,	and	the	freedom	to	have	a	drink	during	performances	was	positively	commented	on	by	a	number	of	audience	members,	echoing	the	opinions	of	many	of	the	interviewed	composers	and	performers.	In	addition	to	acting	as	a	social	lubricant,	and	placing	the	audience	in	a	more	relaxed	frame	of	mind	to	experience	the	music,	having	a	bar	at	the	venue	also	proved	a	way	to	discount	venue	hire	costs,	a	fact	that	enabled	a	modestly	profitable	outcome	in	both	surveyed	concerts.	However,	for	some	audience	members,	the	bar	did	prove	aurally	obtrusive	and	distracting	during	unamplified	performances.	
Amplification	The	topic	of	amplification	was	as	prevalent	in	the	audience	surveys	as	it	was	in	the	composer	and	performer	interviews.	Of	the	two	Dots+Loops	concerts	surveyed,	one	was	fully	amplified,	whereas	the	other	did	not	involve	any	live	amplification	at	all—the	sound	system	was	only	used	for	pre-recorded	electronics	in	the	final	performance	of	the	night,	and	the	DJ	set	that	followed.	The	audience	found	there	to	be	positives	and	negatives	in	each	case.		As	mentioned	earlier,	a	lack	of	amplification	resulted	in	the	bar	becoming	aurally	obtrusive	at	times	during	the	performance.	However,	a	number	of	audience	members	also	commented	that	it	resulted	in	a	more	intimate	performance,	and	that	they	connected	with	the	music	more	as	a	result.	As	one	survey	participant	put	it:		 A	performance	without	the	assistance	of	electronic	amplification	was	the	strongest	and	weakest	part	of	the	communication.	The	intimacy	and	vulnerability	was	so	encapsulating,	but	also	meant	that	the	[performances]	were	easily	disturbed	by	extraneous	noise,	or	lost	to	members	[talking]	at	the	back	of	the	room	(male	participant,	25-34	years	of	age).		
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An	amplified	performance	resulted	in	a	different	set	of	issues.	All	of	the	composers	and	performers	interviewed	earlier	highlighted	the	importance	of	a	generous	sound	check,	and	using	an	audio	technician	experienced	in	amplifying	acoustic	instruments.	These	two	aspects	were	proved	to	be	integral	during	the	fully	amplified	Dots+Loops	concert.		Due	to	unforeseen	venue	issues,	the	sound	check	for	the	show	was	delayed	by	almost	two	hours.	This	resulted	in	an	approximately	thirty-minute	window	to	set	up	amplification	for	three	groups,	including	a	highly	varied	eleven-piece	ensemble	performing	Steve	Reich’s	Radio	
Rewrite.	Furthermore	the	preferred	Dots+Loops	audio	engineer,	was	unable	to	confirm	availability	for	the	evening,	and	the	ensuing	replacement	had	less	experience	in	working	with	classical	instruments,	or	the	aims	of	the	concert.	As	a	result,	a	number	of	the	surveyed	audience	members	commented	on	less	than	optimal	sound,	particularly	in	relation	to	poor	balance	between	the	instruments,	and	a	loss	of	tonal	quality.	We	consider	the	sound	person	a	performer	equally	important	to	anyone	else	on	stage,	and	for	us	this	experience	emphasised	that	belief.		Additionally,	it	was	the	first	time	one	of	the	ensembles	had	performed	in	an	amplified	venue,	and	a	lack	of	sound	check	time	left	them	feeling	uncomfortable	with	the	unfamiliar	aural	feedback	provided	on	such	a	stage,	resulting	in	what	they	deemed	to	be	a	loss	of	performance	quality.	On	the	other	hand,	the	amplified	venue	did	result	in	there	being	no	complaints	about	bar	or	audience	noise.	
The	Indie	Classical	Aspect	It	is	important	to	note	that	Dots+Loops	initially	explicitly	marketed	itself	as	an	indie	classical	concert	series.	But	after	discovering	the	problems	inherent	with	the	term	during	the	research	and	interviews	above,	the	series	repositioned	itself	as	a	“post-genre”	concert	series,	a	move	that—unbeknownst	to	us	at	the	time—mirrored	the	direction	taken	by	New	Amsterdam	at	the	start	of	its	operations.		As	the	series	was	initially	quite	influenced	by	the	interviewees	above,	beginning	by	performing	similar	music,	targeting	similar	audiences	and	setting	the	concerts	up	in	several	similar	ways,	it	could	be	argued	that	the	series	is	still	a	very	indie	classical	one,	particularly	if	using	Robin’s	“A	Scene	Without	a	Name”	as	a	reference.	Dots+Loops	prides	itself	on	operating	with	an	indie	classical	ethos,	in	that	we	operate	in	a	highly	collaborative,	do-it-yourself	way,	engaging	and	working	with	our	local	community	in	a	grassroots	fashion.	We	also	don’t	
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particularly	mind	if	someone	describes	us	as	indie	classical.	Despite	the	problems	associated	with	the	label,	it’s	also	ended	up	sticking,	at	least	as	a	marketing	term.	However,	as	with	most	of	the	interviewees	above,	we	prefer	to	use	the	term	“post-genre”	when	describing	ourselves,	and	find	identifying	with	a	post-genre	ethos	helps	us	achieve	a	much	more	diverse,	inclusive,	and	artistically	exciting	result.	
Musical	Engagement	As	touched	upon	earlier,	a	number	of	traditional	classical	organisations	are	struggling	to	connect	with	younger	demographics	and	those	with	less	formal	education	(ABS	2015;	“Musical	Briefing:	Ageing	Audiences”).	Furthermore,	contemporary	compositions	in	particular	are	disproportionately	under-programmed	in	the	classical	music	world,	often	due	to	the	expectation	that	the	audience	will	not	connect	as	readily	with	the	music	(Turrini,	O’Hare	&	Borgonovi	71-72).			Though	often	incorporating	aspects	from	other	fields	and	musical	genres	as	per	the	series’	post-genre	ideal,	a	large	number	of	the	live	pieces	programmed	at	the	Dots+Loops	concerts	were	notated	contemporary	compositions,	drawing	from	the	classical	tradition	and	utilising	a	large	proportion	of	classical	instruments.	Despite	this,	almost	70%	of	the	surveyed	audience	members	were	aged	between	18-24,	and	nearly	all	the	participants	commented	on	a	high	level	of	engagement	with	the	music	and	performances,	both	emotionally	and	cerebrally:		 I	do	not	have	a	history	of	attending	classical	music	concerts	or	a	background	in	classical	music,	so	I	was	unsure	whether	I’d	be	able	to	appreciate	the	pieces.	[However,]	they	were	engaging	and	accessible	(male	participant,	25-34	years	of	age).		Indeed,	many	of	the	survey	participants	were	surprised	by	how	readily	they	connected	with	the	music	on	display.			I	believe	that	the	perceived	inaccessibility	of	contemporary	music	drawing	from	the	classical	tradition,	particularly	in	regards	to	younger	audiences,	is	not	due	to	the	music	itself,	but	the	way	the	music	is	presented	and	marketed.	This	belief	was	shared	by	all	of	the	interviewees,	with	William	Brittelle,	Chris	Perren	and	Missy	Mazzoli	in	particular	arguing	this	view	passionately,	and	is	also	echoed	in	recent	studies	on	the	topic	(Rizkallah	113-114;	Wolf	8-9).					The	Dots+Loops	series	has	incorporated	influences	from	many	different	areas	and	genres	of	music,	such	as	using	venues,	technology	and	set-times	more	often	associated	with	rock	or	
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popular	music	concerts,	and	programming	live	music	drawing	from	the	classical	tradition	alongside	DJ	sets,	incorporating	genres	such	as	electronica	and	techno.	Furthermore,	the	series	has	emphasised	the	post-genre	ideals	prevailing	throughout	the	composer	and	performer	interviews,	such	as	composer-performer-audience	equality,	and	a	focus	on	community	and	social	connection.		By	doing	so,	the	series	has	confirmed	that	music	written	and	presented	with	a	post-genre	ethos	can	readily	connect	with	audiences	across	a	range	of	demographics,	particularly	younger	audience	members	with	which	many	traditional	classical	organisations	struggle	to	engage.			
5.	Conclusions	
Perhaps	the	most	prominent	feature	of	a	post-genre	approach	to	music	is	inclusivity.	Musicians	operating	with	a	post	genre	approach	feel	free	to	non-hierarchically	incorporate	and	synthesize	elements	from	any	genre,	artistic	discipline,	or	tradition	into	the	creation	and	presentation	of	their	work.	They	move	past	concepts	such	as	elitism,	populism,	and	“high”	or	“low”	art.	And	they	believe	in	an	equal	composer-performer-audience	relationship.		The	term	“indie	classical”	emerged	through	attempts	to	describe	and	market	a	particular	movement	of	musicians	working	within	a	post-genre	ethos.	These	musicians	admire,	often	draw	from,	and	at	times	work	within	the	Western	art-music	tradition,	but	as	per	their	post-genre	ideals,	treat	this	as	just	one	of	their	influences.	Many	indie	classical	musicians	strongly	oppose	to	the	term	being	used	as	a	genre	label,	and	it	is	important	to	realise	that	the	similarities	shared	by	indie	classical	musicians	did	not	arise	from	an	attempt	to	create	a	genre,	but	rather	largely	resulted	from	a	quest	to	do	quite	the	opposite.	However,	as	much	as	the	label	can	constrain,	refusing	to	acknowledge	or	name	the	movement,	when	by	now	one	clearly	exists,	simply	makes	things	more	confusing.			Relating	specifically	to	performing	music	written	in	a	post-genre	vein,	there	is	a	new	performance	practice	emerging	through	the	movement,	in	which	performers	need	to	understand	and	be	able	to	reference	many	different	styles	of	music.	Modern	technology	is	often	fully	embraced	in	post-genre	music,	but	again	performers	need	to	be	familiar	with	how	to	effectively	perform	in	an	amplified	venue.	And	above	all,	performers	should	be	committed,	
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incorporate	their	own	informed	ideas	into	the	music,	and	to	take	risks,	becoming	an	equal	part	of	the	music	making	and	experiencing	process.			When	presenting	post-genre	music,	it	is	important	to	find	a	venue	that	suits	the	piece,	incorporate	modern	technology	discerningly,	and	ensure	high	quality	sound	in	an	amplified	situation.	Synthesizing	presentation	customs	from	different	genres	can	also	prove	to	be	highly	effective.	Dots+Loops	borrowed	many	aspects	rock	and	electronic	traditions	with	highly	positive	results,	including	venue	choice,	and	using	shorter	set	times	with	a	break	in	between	each	set.	The	social	aspect	of	making	and	presenting	post-genre	music	is	also	prominent—everyone	involved,	from	the	composer	to	the	performer	to	the	audience,	should	ideally	feel	comfortable,	valued	and	included.		There	are	many	opportunities	to	build	on	and	explore	different	aspects	of	this	area	of	study.	For	example,	a	number	of	the	interviewed	composers	and	performers	were	based	in	a	similar	location	and	often	worked	with	each	other,	creating	narratives	that	were	influenced	by	others	participating	in	the	study.	Though	the	local	social	aspect	of	post-genre	music	is	important,	there	are	numerous	musicians	and	composers	operating	with	a	post-genre	ethos	over	the	world,	and	discussions	with	them	would	bring	vital	new	perspectives.	It	is	envisioned	that	were	this	done,	many	of	the	responses	may	differ	greatly	from	the	interviewees	continued	here,	reinforcing	the	message	that	post-genre	music	is	about	the	artist’s	individual	personal	freedom.		A	post-genre	approach	to	music	has	great	potential	to	be	beneficial	for	all	involved,	with	a	notable	example	being	the	world	of	Western	art-music.	Though	the	“death	of	classical	music”	has	been	incorrectly	prophesied	for	centuries,	classical	music	today	does	face	a	number	of	significant	issues,	such	as	ageing	audiences	and	difficulty	connecting	with	younger	demographics	(ABS	2015,	“Musical	Briefing:	Ageing	Audiences”;	Wolf	8-9).	The	post-genre	ethos	provides	a	way	to	connect	with	many	varied	and	younger	demographics,	as	demonstrated	by	the	practical	component	of	this	project.	Equally	importantly,	it	also	provides	a	way	for	different	musical	styles	to	merge	and	evolve	together	into	something	new,	exciting	and	relevant	to	today’s	society.		Should	existing	music	organisations	find	ways	to	incorporate	these	post-genre	ideals	and	features	into	their	ethos	and	programming,	the	benefit	would	be	felt	by	audiences,	performers	and	composers	alike.	However,	it	will	not	work	as	an	afterthought	or	superficial	addition:	
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simply	trying	a	new	venue,	yet	playing	a	traditional	two-hour	all-Beethoven	concert	will	likely	not	prove	effective;	similarly	attempting	a	program	of	music	written	in	a	post-genre	vein,	without	ensuring	the	performers	have	enough	rehearsal	time,	artistic	agency,	knowledge	or	interest	in	committing	to	the	music	will	also	likely	fall	flat.	To	fully	experience	the	large	array	of	potential	benefits,	the	post-genre	ethos	needs	to	be	incorporated	at	the	core.	For	many	organisations,	such	as	large	orchestras,	this	may	require	significant	shifts	in	organisation	and	culture.		Furthermore,	to	fully	take	advantage	of	the	benefits	a	post-genre	ethos	can	offer,	classical	instrumental	tutoring	needs	to	broaden	its	horizons.	As	mentioned	earlier,	post-genre	music	has	resulted	in	the	emergence	of	a	new	performance	practice,	yet	many	of	the	necessary	skills	are	not	taught	in	traditional	classical	music	education	systems,	or	not	focused	on	with	enough	importance.	Students	need	to	be	exposed	to	different	genres	of	music—classical	and	popular—in	more	than	a	cursory	way,	both	contextually	but	also	from	a	practical	perspective.	Additionally,	a	much	greater	emphasis	needs	to	be	placed	on	teaching	students	how	to	effectively	perform	with	modern	technology	such	as	amplification,	and	comfortably	perform	in	varied	venues.		
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Appendices	
Appendix	1:	Interviewee	Biographies		
William	Brittelle	(b.	1976)	is	a	Brooklyn-based	composer,	multi-instrumentalist	and	event	organizer.	He	is	a	recipient	of	grants	and	awards	from	the	National	Endowment	of	the	Arts,	American	Music	Center,	American	Composers	Forum,	the	Jerome	Foundation,	the	Foundation	for	Contemporary	Arts,	and	the	American	Society	of	Composers,	Authors	and	Performers	(ASCAP)	(“William	Brittelle:	Biography”).	Along	with	Judd	Greenstein	and	Sarah	Kirkland	Snider,	Brittelle	is	also	the	co-founder	of	New	Amsterdam,	a	record	label	and	presenting	organization—hailed	by	some	as	a	central	force	in	creating	the	indie	classical	scene,	although	they	describe	themselves	as	post-genre	(Stovin;	“New	Amsterdam	Records:	About”).		
Bryce	Dessner	(b.	1976)	is	a	composer,	guitarist	and	curator,	who	originally	rose	to	fame	as	the	guitarist	in	the	Grammy	award	nominated	indie	rock	band	The	National.	Dessner	holds	a	Masters	in	Music	from	Yale,	has	collaborated	with	the	likes	of	Steve	Reich,	Philip	Glass,	David	Lang	and	Sufjan	Stevens,	and	has	been	commissioned	to	write	works	for	the	Los	Angeles	Philharmonic,	New	York	Philharmonic,	the	Kronos	Quartet,	Eighth	Blackbird	and	So	Percussion	(“Bryce	Dessner:	About”;	Garratt).	He	is	a	member	of	the	acclaimed	instrumental	project	Clogs,	founded	the	highly	successful	post-genre	festival	MusicNOW,	and	is	a	composer-in-residence	at	Muziekgebouw	Eindhoven	(“Muziekgebouw	Eindhoven:	Cross-Linx”).			
David	T.	Little	(b.	1978)	is	a	composer,	percussionist	and	curator,	based	in	New	York.	Known	for	his	genre-blurring	operatic	works	such	as	Dog	Days	and	Soldier	Songs,	Little	is	the	artistic	director	of	acclaimed	new	music	group	Newspeak,	the	executive	director	of	the	MATA	festival,	and	until	recently	was	a	professor	of	composition	and	director	of	new	music	at	Shenandoah	Conservatory	in	Virginia.	His	music	has	been	performed	across	the	world	by	groups	such	as	the	London	Sinfonietta,	Alarm	Will	Sound,	eighth	blackbird,	So	Percussion,	New	York	City	Opera	and	the	Kronos	Quartet,	and	he	is	currently	in	the	process	of	completing	his	third	major	opera,	commissioned	by	Fort	Worth	Opera	in	Texas	(“David	T.	Little:	About”;	“Fort	Worth	Commissions	JFK	Opera”;	“Shenandoah	University	Welcomes	New	Faculty	To	Conservatory”).	
	
Eileen	Mack	(b.	1978)	is	a	sought-after	new	music	clarinettist	currently	based	in	New	York.	A	member	of	Newspeak	and	post-genre	quintet	Victoire,	she	has	worked	with	composers	such	
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as	Steve	Reich,	David	Lang,	and	Michael	Gordon,	and	conductors	including	Oliver	Knussen	and	Pierre	Boulez.	She	has	performed	as	soloist	at	the	Canberra	International	Chamber	Music	Festival	and	the	Bang	on	a	Can	Marathon,	and	has	been	a	fellow	at	the	Bang	on	a	Can	and	Norfolk	Chamber	Music	Festivals.	Having	attended	the	Queensland	and	Sydney	Conservatoriums	and	the	University	of	Queensland	in	Australia,	as	well	as	performing	with	the	Queensland,	Sydney	and	Tasmania	Symphony	orchestras,	Mack	moved	to	New	York	in	2004.	She	since	obtained	a	Masters	from	the	Manhattan	School	of	Music,	and	is	currently	a	doctoral	student	at	Stony	Brook	University	(“Eileen	Mack:	About”;	“Victoire:	About”).	
	
Missy	Mazzoli	(b.	1980)	is	a	composer	and	keyboardist	based	in	Brooklyn,	New	York.	The	recipient	of	four	ASCAP	Young	Composer	Awards,	a	Fulbright	Grant	to	The	Netherlands	and	the	Detroit	Symphony’s	Elaine	Lebenbom	Award,	Mazzoli	is	the	founder	of	post-genre	quintet	Victoire,	and	is	currently	composer-in-residence	with	Opera	Philadelphia,	Gotham	Chamber	Opera	and	Music	Theatre-Group.	A	diverse	composer	who	has	received	acclaim	for	solo,	chamber,	orchestral	and	operatic	work,	her	music	has	been	performed	by	the	Kronos	Quartet,	eighth	blackbird,	JACK	Quartet,	New	York	City	Opera,	the	Detroit	Symphony,	Dublin’s	Crash	Ensemble	and	the	Sydney	Symphony.	In	2015	Mazzoli	released	her	latest	album	Vespers	for	a	
New	Dark	Age	on	New	Amsterdam	Records	to	highly	positive	reviews	(“Missy	Mazzoli:	About”;	“Victoire:	About”).		
Chris	Perren	(b.	1983)	is	a	composer,	guitarist,	producer	and	video	artist	based	in	Brisbane,	Australia.	The	founder	of	and	main	composer	for	post-genre	septet	Nonsemble,	he	is	also	a	founding	member	of	the	math-rock	group	Mr.	Maps.	Perren	is	known	for	his	audiovisual	works,	which	have	earned	him	commissions	from	TEDxBrisbane	and	Ensemble	Offspring,	an	Australia	Council	New	Work	grant,	and	an	MTAQ	composer	award.	Furthermore,	his	theatre	scores	have	accompanied	over	20	productions	in	Brisbane,	Sydney	and	Hong	Kong.	Having	completed	a	PhD	in	music	composition	under	the	supervision	of	Robert	Davidson	at	The	University	of	Queensland,	Chris	lectures	in	music	at	institutions	including	The	University	of	Queensland	and	the	Queensland	University	of	Technology.	In	2015,	his	work	Go	Seigen	vs.	
Fujisawa	Kuranosuke	was	released	as	Nonsemble’s	second	album	on	London	label	bigo	&	twigetti,	and	2016	saw	the	release	of	his	Spaceship	Earth	EP	on	the	same	label.	(“Chris	Perren:	Biography”;	“Nonsemble	Release	Go	Seigen	vs.	Fujisawa	Kuranosuke”).	
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Appendix	2:	Interview	Questions	and	Audience	Questionnaire	
Interview	Questions	
Context,	philosophy	and	output	1. How	would	you	describe	your	musical	career?	For	example,	how	strongly	would	you	classify	yourself	as	a:		a. performer,		b. composer,		c. event	organizer,		d. critic,		e. teacher		f. other.		 2. How	would	you	describe	the	style	of	the	music	you	create?		a. Feel	free	to	provide	multiple	answers,	especially	if,	for	example,	you	release	different	types	of	music	under	differing	pseudonyms.		3. Do	you	think	the	music	you	create	fits	in	with,	or	shares	aspects	in	common	with	any	musical	genres	or	movements?		4. Where	do	you	think	the	music	you	create	fits	in	stylistically	and	socially	in	relation	to	society	today?	a. Or	to	put	it	slightly	more	metaphorically,	where	would	you	position	it	on	the	musical	landscape?		 5. What	are	the	major	influences	on	the	music	you	write?	a. These	influences	may	include	musical	genres	and/or	movements,	other	artists	and/or	composers,	other	musical	or	artistic	works,	or	works	from	other	disciplines,	such	as	dance,	science	or	philosophy.		 6. How	strongly	would	you	identify	your	philosophy,	or	musical	output	with	the	following	points?	a. Challenging	barriers	between	“high”	and	“low”	styles;	b. Questioning	the	mutual	exclusivity	of	elitist	and	populist	values;	c. Considering	your	music	not	as	autonomous	but	relevant	to	cultural,	social,	and	political	contexts;	d. Including	quotations	of	or	references	to	music	of	many	traditions	and	cultures;	and	e. Embracing	pluralism	and	eclecticism.	f. Other	related	aspects		 7. How	has	current	technology	influenced	your	musical	taste	and	output?		a. For	example,	does	the	internet	affect	how	you	find	music,	the	breadth	of	your	musical	interests?	Does	this	affect	the	music	you	write?		8. How	important	are	modern	technological	aspects	such	as	amplification,	effects	and	pre-recorded	accompaniment	to	your	composition?	a. If	you	do	use	pre-recorded	material	or	delay	effects,	what	are	your	opinions	on	the	performer	using	an	in-ear	click	track	during	performance?		9. What	are	your	thoughts	on	the	term	“indie	classical?	
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a. Would	you	identify	you	work	with	the	term	“indie	classical”?		
Effective	performance	and	event	organisation	1. How	can	the	performer	of	your	music	most	effectively	present	your	work?			 2. Are	there	desirable	aspects	in		a. the	player’s	interpretation,	or		b. technical	realization	of	your	music	during	performance	3. Are	there	any	aspects	that	should	be	avoided?		4. Are	there	general	stylistic	conventions	you	would	like	followed	in	the	performance	realization	of	your	work?	a. For	example,	are	there	elements	of	romantic,	classical,	baroque,	rock,	jazz	or	other	performance	conventions	that	you	find	desirable	in	a	performance	of	your	music?		 5. What	other	factors	would	you	consider	to	contribute	to	an	effective	live	performance	of	your	music,	and	how	so?			6. How	does	the	choice	of	and	setup	of	the	venue	contribute	to	an	effective	performance	of	your	music?	a. What	would	be	an	ideal	venue	and	set	up	for	your	music?		7. How	important	are	the	following	event	organization	aspects	to	an	ideal	performance	of	your	music?		a. curation,		b. promotion	and	marketing		c. facilitation/running	of	the	concert/performance	itself	8. How	important	is	modern	technology	and	production	techniques	to	a	performance	of	your	music?	This	could	include	aspects	such	as	i. 	amplification,		ii. projected	visuals,		iii. lighting	and		iv. other	stage	production.	b. If	any	are	important,	could	you	elaborate	on	why,	and	your	preferences	with	these	production	aspects?		i. For	example,	do	you	prefer	to	work	with	a	certain	sound	engineer,	and	why?		 9. What	sort	of	audiences	would	you	like	to	see	at	concerts	featuring	your	music?			10. Thinking	specifically	with	these	audiences	in	mind,	are	there	any	further	aspects	that	could	be	facilitated	to	provide	an	effective	performance	of	your	music	by	the	i. performer	or		ii. event	organizer/curator?	b. Is	there	anything	the	event	organizer/curator	can	do	to	help	attract	more	of	these	audience	members	to	shows	featuring	your	music?		 11. In	relation	to	each	other,	how	important	or	influential	are	the	following	to	an	ideal	performance	of	your	music?		a. The	composer	(yourself)	
	 45	
b. The	performer/s		c. Event	organization,	eg	venue,	promotion	and	marketing,	curation	d. Audio	and	visual	personnel,	eg	sound	desk	operator	e. The	audience.			
Audience	Questionnaire	
1.	Overall	impression	1.1	Please	describe	your	overall	experience	of	the	concert.		
2.	The	music	and	its	presentation	2.1	What	were	your	opinions	on	the	concert	program/the	music	presented?	Did	you	connect	with,	enjoy	or	appreciate	the	music	presented?	Please	detail	aspects	that	contributed	to	this.		2.2	How	effectively	would	you	say	the	music	was	presented/communicated	to	the	audience?	Please	detail	aspects	that	made	the	presentation	effective/not	effective.		2.3	Did	any	extra-musical	aspects	of	the	concert,	eg	visual	projections,	contribute	to	your	experience	of	the	concert,	whether	positively	or	negatively?	If	so,	how?	Are	there	any	extra-musical	aspects	you	would	add	or	alter	in	future	concerts?		2.4	How	did	the	venue	affect	the	concert	and	music	presented?		
3.	Comparison	with	traditional	“classical”	music	3.1	If	you	have	been	to	one,	how	would	this	concert	compare	to	a	more	traditional	classical	music	concert,	for	example	one	presented	in	a	concert	hall?			3.2	Was	the	way	you	experienced	the	music	different?	If	yes,	please	explain	how.		3.3	Was	your	overall	experience	of	the	concert	different	different?	If	yes,	please	explain	how.		
4.	Comparison	with	contemporary/“popular”	music	4.1	If	you	have	been	to	one,	how	would	this	concert	compare	to	popular	music	event	presented	at	a	club,	bar	or	live	music	venue	such	as	The	Zoo	or	The	Tivoli?			4.2	Was	the	way	you	experienced	the	music	different?	If	yes,	please	explain	how.			4.3	Was	your	overall	experience	of	the	concert	different	different?	If	yes,	please	explain	how.		
5.	Fun	or	glum?	5.1	Did	you	enjoy	the	evening?	Were	there	notable	aspects	of	the	evening	that	contributed	to	this	outcome?	Are	there	aspects	you	would	alter	to	make	a	future	event	more	enjoyable?		
6.	Anything	else?	6.1	Was	there	anything	else	not	already	covered	that	you	would	like	to	comment	on?	 	
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Appendix	3:	Interview	Transcripts	
William	Brittelle	Interview	conducted	by	Kieran	Welch	with	William	Brittelle,	in	person.	Red	Hook,	Brooklyn,	New	York,	13	April	2015.		Kieran:	Sweet,	okay.	So	the	first	section	is	more	about	your	philosophy	and	musical	outlook.	The	first	question	is:	how	would	you	describe	your	musical	career?			William:	Is	this	as	a	composer	or	including	New	Amsterdam?			K:	Both		W:	I	guess	the	driving	force	for	me	has	ended	up	being	following	what	I’m	inspired	to	do,	which	has	often	been	at	odds	with	whatever	environment	I’m	in.	Whether	that’s	a	university	environment	or	the	music	industry	at	large.	When	that	environment	doesn’t	serve	what	I	want	to	do,	for	better	or	worse,	I	try	to	find	a	way	around	that,	and	either	drop	out	of	school	and	study	with	whoever	I	want	to	study	with,	without	getting	credit,	or	help	build	a	record	company	that	can	better	service	the	kind	of	music	that	I’m	interested	in.	The	idea	of	being	honest	about	who	you	are,	who	your	influences	are,	and	to	musically	-	Like	when	you	have	an	idea,	and	it’s	the	awesomest	thing	you	could	imagine	doing,	preserving	and	serving	that	moment	is	the	most	important	thing	to	me.	Practicality	comes	into	it,	to	a	certain	extent,	as	it	has	to	interface	with	reality	-	the	less	practical	it	is,	and	the	more	you	can	retain	of	that	“holy	shit”	moment,	the	better	it	is.	That	applies	to	what	I	do	both	compositionally	and	also	to	trying	to	build	an	artist	service	organisation	that	allows	other	people	to	wake	up	in	the	morning	with	an	incredible	idea,	and	to	produce,	record,	and	promote	that	idea.	My	most	successful	projects	and	New	Amsterdam’s	most	successful	projects	are	often	the	ones	that	seem	really	crazy	on	paper,	and	are	really	bad	investments	financially,	but	make	a	huge	impact	on	people	because	they’re	things	that	wouldn’t	exist	otherwise	because	it	doesn’t	make	sense	for	them	to	exist	within	the	current	musical	landscape.			K:	Definitely,	that’s	a	fantastic	answer.		W:	Great,	we’re	off	to	a	good	start	then!			K:	I	agree,	the	world	definitely	needs	more	people	like	that.	Okay,	secondly,	how	would	you	describe	the	music	you	create?	Feel	free	to	provide	multiple	answers	for	different	projects,	etc.		W:	I	guess	I’m	really	resistant	to	speak	about	it	in	any	genre	terms,	although	I	am	interested	in	genres.	And	it’s	not	to	say	that	the	music	I	write	doesn’t	have	any	reference	points,	because	it	does,	and	at	times	I	do	use	genre	as	a	way	to…	point	at	things,	or	to	provide	some	extra	musical	meaning	or	to	provide	some	kind	of	confrontational	element	to	it.	But	the	composition	usually	comes	from	things	co-existing	within	me,	it	feeling	natural	to	me	that	they	would	process	in	the	outside	world.	But	then,	for	some	reason	outside	world	says,	“You	shouldn’t	have	electronic	music	in	with	chamber	music”.	There’s	a	lot	of	shouldn’ts	that	are	based	on	people	wanting	to	make	money,	or	perpetuate	the	academic	positions	they’re	in.	It’s	hard	for	me	to	answer	in	genre	terms,	my	aim	is	to	be	as	honest	about	who	I	am	and	what	I’m	interested	in	as	possible,	and	to	have	the	greatest	degree	of	pixelisation	within	that.	To	keep	on	getting	better	at	technique,	and	to	keep	on	saying	more	and	more	clearly	and	simply	what	I	mean.			
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K:	That	sounds	great,	and	I	totally	identify	that.	Why	I	ended	up	starting	this	research	–	it	was	really	helped	by	Chris	and	I	doing	stuff	with	Nonsemble	–	but	I’ve	been	DJing	for	almost	as	long	as	I’ve	been	properly	playing	violin	and	viola	–	and	even	though	they’re	both	music,	and	I’m	equally	excited	about	both	of	them,	especially	as	I	developed	more,	about	contemporary	music	on	the	viola,	I	always	felt	like	they	were	such	disparate	worlds	and	nobody	was	really	combining	them	properly,	or	more	of	in	a	novelty	way.	Until	I	came	across	music	by	you	and	Missy	Mazzoli	and	Nico	Muhly,	and	I	really	identified	with	it.	It	was	combining	two	worlds	that	I	am	very	passionate	about.		W:	Yeah,	it’s	a	shift	because	it’s	not	about	mixing	genres,	it’s	about	that	person	and	their	musical	experience	and	where	they	come	from	and	being	honest	about	that.	I	think	when	the	press	writes	about	it,	often	[they]	get	it	wrong	because	the	focus	is	all	about	these	hybrid	genres.	That’s	not	what	it	is…	it’s	about	each	person	being	an	individual	island	and	having	the	right	to	create	the	kind	of	music	that	they	want	to	create.	And	if	the	music	industry	isn’t	built	to	serve	that	then	the	music	industry	needs	to	change,	not	the	people	making	the	music.			K:	That’s	why	I	also	ended	up	putting	on	my	own	concerts.		W:	Yeah,	because	nobody	else	is	doing	it!			K:	Same	with	Chris,	that’s	why	he	created	a	Nonsemble,	because	no	one	else	is	doing	it.	Anyway,	I’ll	keep	going.	You’ve	already	answered	this	but	I’ll	just	ask	you	in	case	you	want	to	add	something	else	to	it.	Do	you	think	that	the	music	you	create	fits	in	with	or	shares	aspects	in	common	with	any	musical	genres	or	movements?	I’ll	acknowledge	that	a	large	section	of	my	work	is	devoted	to	how	problematic	genres	and	labels	are,	but	why	they’re	still	necessary.	But	just	wondering	if	you	had	anything	more	to	add.		W:	It	seems	like	a	weird	place	to	be	hard	line,	but	I	feel	like	in	general	talking	about	genre	when	you’re	not	genre-orientated	is	problematic.	It’s	just	imprecise	and	inaccurate	for	me	to	say,	“Oh	well,	I’m	influenced	by	this	genre”	because	I’m	not	-	I	may	be	influenced	by	very	particular	people	in	this	genre…	I	like	Def	Leppard,	and	I	like	Xenakis,	but	that	doesn’t	mean	I’m	influenced	by	hair	metal	and	post-war	classical	music.	I	think	it’s	just	hard	for	me	to	answer	more	accurately	that	I	already	have.		K:	That’s	a	perfectly	valid	answer.	Where	would	you	think	the	music	you	create	fits	in	stylistically	and	socially	in	relation	to	society	today?		W:	I	like	to	think	about	fluid	barriers	between	intelligent	(Pause	for	bin	being	wheeled	around	loudly).	What	was	the	question	again?	I	really	like	the	idea	of	this	post-genre	music,	that	is	an	extension	in	many	ways	of	the	classical	industry	or	the	classical	industry’s	interface	with	certain	areas	of	the	popular	music	industry.	As	targeting	people	who	read	The	New	Yorker,	or	people	who	see	intelligent	film,	people	that	really	like	Birdman,	people	that	go	to	museums,	people	that	read	Murakami	or	Roberto	Bolaño,	these	really	powerful,	important	works	of	art…	I	would	like	to	see	what	my	friends,	and	I,	and	you,	what	all	of	us	are	doing	become	more	directly	associated	with	that.	There’s	this	fluid	line	where	you	can	look	at	somebody’s	bookshelf	and	say	-	Okay,	they’re	in	the	club.	They’re	clearly	interested	in	being	part	of	the	group	of	people	who	defines	our	cultural	canon.	Right	now,	that	means	they	probably	have	The	Nationals	CD	too,	and	that’s	great	because	they’re	a	good	band	-	maybe	that’s	a	bad	example,	because	they	have	a	composer	as	part	of	their	band.	Or	Bon	Iver,	that’s	a	great	band,	but	I	am	biased	and	I	would	like	to	see	this	kind	of	music	take	on	a	more	important	place	where	the	cultural	consumers	in	our	populations	feel	an	obligation	to	evaluate	this	music	because	they	feel	like	it’s	part	of	the	larger	cultural	canon.		
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	K:	That’s	a	fantastic	answer	again.	I	started	using	the	phrase	“post	genre”	a	lot	more	because	labels	are	super	problematic.	(Pausing	for	loud	noises	again)	When	I’m	promoting	though,	I	need	to	use	something	to	tell	people	who	haven’t	heard	of	the	artist	before.	It’s	difficult,	but	I	have	started	using	that	phrase	a	bit	more.	Okay,	you’ve	sort	of	touched	on	this	again	-	but	what	are	the	major	influences	on	the	music	you	write?	This	could	include	musical	movements,	other	composers,	other	works,	or	works	from	other	disciplines	such	as	dance	and	philosophy.		W:	I	think	that	really	changes	per	project.	One	of	the	things	I’m	really	interested	in	is	completely	re-evaluating	what	I	do	from	project	to	project.	That	used	to	mean	from	album	to	album,	but	now	that	I’m	writing	more	orchestral	and	more	stand-alone	chamber	music,	it’s	sort	of	like	groups	of	work	together,	clumps	of	work	that	may	not	be	an	album.	Right	now,	I’m	really	interested	in	the	filmmaker	Tarkovsky	and	Solaris	and	Stalker,	those	films	are	really	big	influences.	I’ve	been	reading	a	fair	amount	of	poetry	lately,	a	lot	of	Murakami,	been	listening	to	a	lot	more	Xenakis	and	Ligeti…	But	that’s	really	where	my	focus	is	right	now,	two	albums	ago,	it	was	more	hair	metal	and	Pink	Floyd	and	more	in	that	direction	-	I	just	try	to	go	nuts	with	whatever	I’m	interested	in	and	really	get	into	that,	with	the	hope	that	each	area	of	work	is	really	unique.	I	guess	the	two	artists	that	I	most	admire,	that	I	think	were	able	to	do	that	really	effectively	were	Miles	Davis	and	De	Kooning,	Miles	Davis	really	evaluated	every	aspect	of	what	he	was	doing	at	every	point	throughout	his	career,	sometimes	to	his	detriment.	There’s	nothing	better	than	a	great	artist	making	a	terrible	album,	and	making	a	great	album	after	that	-	I	mean,	the	bounce	back!	It	forces	you	to	really	reconcile	each	project	and	you	get	a	sense	of	this	person,	that	the	amount	to	which	they	value	connecting	with	the	present	moment	is	incredibly	high.	When	you	see	someone	make	the	same	album	over	and	over,	you	realise	at	one	point	they	were	kind	of	connected	to	the	present	but	now	they’re	just	not.			K:	I	fully	get	what	you	mean,	yeah.		W:	I	think	it’s	easier	in	our	world	of	music,	because	it’s	more	about	making	a	cultural	impact	than,	“Oh,	I	have	to	sell	this	many	records	and	tickets”.	The	other	one	would	be	De	Kooning,	you	see	him	developing	and	what	I	love	about	his	work	is	it	just	got	simpler	and	clearer	and	clearer,	to	the	point	at	the	end	it’s	just	five	lines	and	two	colours.	But	there’s	no	way	that	anyone	could	do	that	when	they’re	20.	That	part	of	it,	as	a	composer,	is	one	of	those	rare	professions	where	you	never	really	retire,	like	being	a	visual	artist,	and	the	idea	of	being	able	to	constantly	redefine	yourself	and	reflect	where	you	are	in	your	life	is	really	important.		K:	That’s	an	excellent	aim	to	have,	to	make	your	work	more	concise.	I	think	that’s	a	really	really	great	vision	to	have.	I	completely	agree	with	what	you’re	talking	about	with	different	things	influencing	you	at	different	times.	The	next	one	is	a	sort	of	short	list	of	-	I	didn’t	write	it	-	but	it	was	from	a	book	on	post-modernist	approaches	to	music	being	referenced	a	lot	with	the	literature	of	post	modernist	music.	Academics	seem	to	agree	with	it	a	lot,	the	people	I’ve	interviewed…	they	have	different	ideas	sometimes.	Just	prefacing	this.	How	strongly	would	you	identify	your	philosophy	or	musical	outlook	with	the	following	points:	a)	that	you	challenge	barriers	between	high	and	low	styles?			W:	I	don’t	have	a…	It’s	very	difficult	for	me	to	answer	anything	about	having	a	musical	philosophy,	because	I	don’t	think	I	have	a	musical	philosophy	-	at	any	given	moment	I’m	trying	to	serve	the	inner	vision.	To	the	extent	that	I	have	one,	it	is	to	remove	myself	as	much	as	I	can	from	the	process.	(More	loud	noises)	The	idea	of	intentionally	attacking	barriers,	I	think	is	the	way	that	things	get	promoted	sometimes,	but	to	me	that	would	be	a	really	weird	way	and	academic	and	brainy	way	to	decide	to	spend	a	lot	of	your	time	creating	something.	To	say,	“these	two	things	can	go	together,	and	people	say	they	do,	and	that’s	why	I’m	doing	it”	-	
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no,	you’re	doing	it	because	you’re	driven	to	have	this	really	complicated	and	difficult	life,	and	you’re	driven	by	the	desire	to	create	something	because	you	want	it	to	exist	and	you	need	it	to	exist	it	emotionally	and	you	want	it	to	be	emotionally	meaningful	for	other	people.	The	result	might	be	that	it	does	attack	these	barriers	or	is	perceived	as	being	that	way,	but	it’s	certainly,	at	least	for	me	never	the	intention.			K:	Great	answer.	I’m	just	going	to	go	through	them	all	anyway,	as	it’s	a	structured	interview,	but	feel	free	to	say	“no”	or	“as	above”.	b)	Questioning	the	mutual	exclusivity	of	elitist	and	populist	values?		W:	Say	that	again?		K:	Sorry	that	is	a	bit	verbose.	(Repeats)		W:	Like	maybe	in	1960	-	I	just	feel	like	it’s	not,	just	like	the	internet…	I	went	to	this	music	festival	in	San	Francisco	and	there’s	this	guy	getting	his	PhD	there,	who	was	in	the	last	group	that	played,	which	was	this	really	really	good	rock	band,	and	I	asked	him	what	he	thought	-	I	think	he	was	British	–	and	he	said,	“I	thought	it	was	frightfully	diatonic”.	That’s	really	weird,	because	I	would	use	diatonic	just	as	a	description,	like	“In	C	is	diatonic”.	I	would	never	use	it	as	-	but	that	guy	felt	so	anachronistic	to	me,	that	comment,	he	was	like	a	comedian,	I	would	never	take	anything	like	that	seriously.	I	think	there’s	still	areas	where	that	battle	is	still	being	fought,	but	I	don’t	really	experience	that.	I	think	it’s	more	the	other	way	where	there’s	a	lot	of	composers,	especially	in	New	York,	are	feeling	pressured	to	have	these	popular	influences	on	their	work,	even	if	they’re	not	necessarily	influenced	by	them.	I	don’t	like	that	idea.		K:	Sure,	that’s	a	great	answer.	(More	loud	noises)	c)	Considering	your	music,	not	as	autonomous,	but	relevant	to	cultural,	social,	political	contexts?			W:	I	don’t	know,	again,	I	feel	like	if	I	was	-	I	hated	writing	papers	in	school	and	that’s	why	I	dropped	out	of	grad	school,	it’s	an	outside-in	way	of	thinking.	I	think	that	it	may	be	that	people	feel	that	something	that	I	have	done	is	culturally	relevant,	or	something	on	New	Amsterdam	label	is	culturally	relevant,	but	they’re	free	to	feel	that	way	if	they	want	but	it’s	not	embedded	in	the	music	by	any	means.		K:	Sure,	there’s	only	two	more	now	and	they’re	slightly	less	controversial.	d)	Including	quotations	of,	or	references	to,	music	of	many	traditions	and	cultures?		W:	References	to	traditions	and	cultures…			K:	Many	different	traditions	and	cultures.		W:	Uh,	maybe?	I	don’t	know,	that’s	a	…	I	mean,	it’s	a	subtle	distinction	but	it’s	not	like	when	you’re	writing	music,	it’s	not	like	you’re	not	using	things	you’ve	heard	in	your	life.	There’s	one	moment	in	a	string	quartet	I	wrote	that	is	specifically	influenced	by	a	moment	in	the	Dirty	Projectors.	The	aim	there	is	not	to	be	referential,	the	aim	is	that	it	got	into	my	inner	chamber	as	a	different	way	to	think	about	music,	and	it	made	it	in	to	my	own	personal	musical	palette	.	So	it	wasn’t	like,	I	was	going	to	do	this	and	point	at	that	-	though	I	have	done	that	-	but	it’s	because	I	wanted	to	make	that	thing	and	I	wanted	it	to	exist,	it’s	not	because	I	thought	it	was	intellectually	interesting	to	combine	or	to	add	that	in.	I	don’t	think	it’s	interesting	to	have	a	rock	beat	in	a	piece	on	its	own	-	you’re	writing	music,	it’s	not	an	intellectual	exercise.	I	think	the	whole	idea	of	making	it	about	referencing,	that	makes	it	about	genres.	It’s	like	post-genre	music	about	genre,	post-genre	is	not	about	genre.		
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K:	Sweet.	The	last	one:	e)	embracing	pluralism	and	eclecticism?			W:	Yes?			K:	That’s	perfectly	valid.	Okay,	the	rest	of	the	questions	are	less	sort	of	wordy.		W:	It’s	fun	that,	it’s	like	revenge	on	my	teachers.		K:	Especially	you	and	David,	had	a	lot	to	say	on	them,	and	Missy	Mazzoli,	she	totally	went	to	town.	It’s	really	interesting	to	hear,	I	sort	of	had	some	idea	that	what	this	guy	had	written	was	very	academic,	and	outside	looking	in.	It’s	been	really	interesting	to	hear	what	everyone	has	to	say.			W:	It’s	been	a	complete	misinterpretation	of	what’s	happening,	and	there’s	been	a	seismic	shift	in	the	way	that	composers,	at	least	the	ones	that	I	know	that	are	involved	with	this,	and	the	way	they	function	and	think	about	it.	You	can	look	at	it	through	an	old	prism,	but	you’re	not	going	to	get	the	correct	message.		K:	Thank	you	for	putting	up	with	that.	Okay,	how	has	current	technology	influenced	your	musical	taste	and	outlook?		W:	Greatly.	There’s	something	I	think	about	I	thought,	being	called	the	infinite	palette.	If	you	think	about	Wagner,	he	took	advantage	of	every	possible	technology	available	in	his	day.	Or	even	someone	like	Debussy,	Ravel,	who	were	exposed	to	different	types	of	music	and	had	this…	what’s	the	opposite	of	impermeable?	Permeable?	They	let	influences	come	in	and	they	were	always	open	to	thinking	about	different	ideas,	and	bringing	them	in	and	internalising	them	and	homogenising	and.	And…	I’ve	forgotten	the	question.			K:	Technology.		W:	Oh	-	so	for	me,	electronic	music	is,	and	the	use	of	the	computer	has	allowed	me	to	really	think	of	music	in	a	different	way.	I	used	to	be	resistant	to	it,	my	first	album	was	a	pencil	and	paper	album.	Then	I	realised	that,	in	order	for	me	to	feeling	like	I’m	connecting	with	the	present	moment	and	existing	in	the	current	reality	-	it’s	not	a	comfortable	reality.	I	mean	the	world	kind	of	sucks	right	now,	and	we’re	destroying	it	and	technology	is	a	big	part	of	that.	I	hate	technology,	a	lot	of	aspects	of	it,	I	hate	that	it	is	something	that	is	supposed	to	make	our	lives	easier	and	better	and	it	makes	it	more	complicated	and	stressful,	I	hate	that	the	pace	of	life	is	just	speeding	up.	But	at	the	same	time,	there	are	things	that	I	can	do	musically	that	I	could	never	do	before.	I	write	orchestral	music	in	Logic,	I	don’t	write	it	and	then	I	score	it,	because	then	I	can	hear	things	and	I	can	do	things	that	are	beyond	my	imagination.	And	I	think	what	that	leads	to	is	music	that	is	more	reflective	of	technology	and	I	don’t	think	it’s	about	criticising	technology,	it’s	about	opening	yourself	up	to	every	possibility	and	making	decisions	based	on	that.	And	that	may	mean	opening	yourself	up	to	everything,	and	then	writing	a	solo	piano	record.			At	the	same	time,	I	don’t	like	the	idea…	it	has	changed	a	lot	and	I’m	really	interested	in,	I	think	technology	has	changed	-	I	mean,	I	started	writing	music,	the	first	album	I	made	was	a	tape,	and	all	the	way	until	now.	That	development,	if	you	compare	it	to	say	-	1950	to	1990,	not	that	much	happened.	You	had	more	tracks	but	you	still	had	Pink	Floyd	in	there	and	everyone’s	hands	were	on	the	console.	The	idea	of	automation	and	digitalisation,	all	of	a	sudden	you	had	this	wave	after	wave	of	technological	development	after	computers	hit.	It’s	hard	to	keep	up.	Someone	like	Arca	or	someone	like	Oneohtrix	who	I	got	to	work	with.	Seeing	how	he	worked	-	he	was	reading	a	Mussorgsky	book	when	I	met	him	-	and	how	he’s	open	to,	he’s	as	into	Lady	in	
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Red	as	he	is	Mussorgsky.	He’s	not	approaching	these	things	intellectually	and	giving	things	a	value,	he’s	just	open	to	everything,	including	every	new	and	old	technology.	The	more	open	you	can	be,	the	more	you	have	this	infinite	palette,	I	think	the	more	personalised	your	music	can	be	and	the	more	you	can	connect	to	the	present	moment	with	it.	Because	I	wasn’t	trained	in	electronic	music,	but	I’m	interested	in	that,	I	think	part	of	it	is	developing	facility	there,	and	learning	how	to	do	that,	and	finding		your	way	through	it.	That’s	really	hard	to	do	that	in	an	academic	environment	because	these	programs	are	coming	out	all	the	time,	and	a	lot	of	them	teach	you	how	to	do	it	wrong.			K:	Yeah,	you	get	lecturers	who	are	like	“I’m	going	to	teach	you	how	to	use	Logic,	now	where’s	my	Google,	I	can’t	find	my	mouse.”	W:	Exactly,	like	can	I	get	a	14	year	old	that	has	been	doing	this	since	they	were	8	years	old?			K:	Awesome,	that’s	super	interesting,	I	love	the	idea	of	an	infinite	palette.	Already	sort	of	touched	on	this,	but:	how	important	are	modern	technological	aspects,	such	as	amplification,	effects	and	prerecorded	accompaniments	to	your	composition?		W:	Prerecorded	accompaniment	has	been	important	but	it’s	something	I’m	trying	to	get	away	from,	as	I’ve	had	the	realisation	that	I	really	don’t	like	click	tracks.	Everyone	loses	when	you	have	a	click	track.			K:	That	was	my	next	question.		W:	I’m	going	to	write	a	piece	for	the	Jack	Quartet,	with	the	effort	of	having	fully	integrated	electronics	but	no	click.	Where	they’re	actually	triggering	samples	via	foot	pads.	I’m	trying	to	figure	out	a	way	around	that,	I	mean	I	really	like	having	electronics	in	there,	because	of	that	amplification	is	important,	and	you	want	to	kind	of	mix	everything	together	-	but	it	really	depends	on	the	project	too	and	what	the	vision	of	the	individual	piece	is.	Sometimes	it’s	great	writing	an	acoustic	orchestral	piece.	I	have	started	doing,	the	last	three	orchestra	pieces	I’ve	done	have	had	electronics	and	it’s	been	really	challenging	but	really	interesting.			K:	I	think	orchestrally,	there	aren’t	too	many	pieces	with	–			W:	It’s	tricky	and	you	have	to	have	the	right	conductor.	And	you	can’t	have	a	click.	So	it’s	like	you	have	synthesisers,	and	you	have	sample	pads	and	then	you	have	a	percussionist	triggering	the	samples.	It	works,	but	there	are	problems	with	it,	for	sure.			K:	That’s	awesome,	that	was	actually	very	similar	to	Chris	Perren;s	answer.	He’s	working	on	that	a	lot,	I	don’t	know	if	you’ve	heard	of	Ensemble	Offspring,	they’re	one	of	the	bigger	new	music	groups	in	Australia,	and	he’s	just	been	commissioned	to	write	a	series	of	audio-visual	works.	And	he’s	working	very	hard	on	the	cues	all	being	in	the	music.	A	lot	of	them	are	quite	pulse	driven,	but	he’s	really	working	on	incorporating	live	and	pre-recorded	electronics	without	click.	Quickly,	again	you’ve	already	answered	this	question,	this	is	more	if	you	have	anything	to	add	on	the	topic.	I’m	not	classifying	you	at	all,	I	know	some	critics	have	likened	you	to	this.	What	are	your	thoughts	on	the	term	indie	classical?			W:	I	don’t	like	it,	I	like	post	genre.	My	thinking	at	one	point	was	that	people	are	going	to	make	a	genre	out	of	what	you’re	doing	anyway,	and	at	least	if	it’s	something	like	indie	classical	at	least	it	gives	a	way	for	people	to	talk	about	it	and	identify	it	as	a	thing.	But	I	came	to	the	conclusion	at	some	point,	that	if	people	are	talking	about	you	but	in	a	way	that	undermines	what	you’re	doing,	and	doesn’t	paint	an	[accurate	picture].	It	lessens	the	impact	of	what	it	is	and	the	degree	of	shift,	and	the	degree	to	which	-	part	of	what	is	going	on,	is	there	is	indie	and	
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there	is	classical,	and	there	are	a	lot	of	people	involved	in	this	who	would	not	consider	themselves	indie	rock	musicians	at	all.	I	don’t	see	any	difference	between	what	Oneohtrix	is	doing	or	what	Arca	is	doing	-	we	would	put	out	those	records	in	a	heartbeat!	I	think	that	has	a	lot	more	in	common	than	indie	rock,	which	is	just	sort	of	a	meaningless	term	at	this	point,	as	meaningless	as	“alternative”.	Or,	if	you’re	thinking	about	it	as	independent,	basically	everything	is	independent	except	for	Madonna	at	this	point.	Like,	is	Arcade	Fire	independent?	Because	they	had	the	best	selling	album	in	America,	so	I	don’t	really	know	what	that	means.	I	don’t	think	it’s	the	worst	thing	in	the	world,	people	are	either	going	to	get	where	this	is	coming	from	or	they’re	not.	If	they	don’t	get	it,	they’re	still	going	to	think	of	post-genre	as	a	genre.	And	they’ll	be	like	“what	stylistic	qualities	all	things	in	the	post-genre	genre	share”.	People	in	the	past,	have	communicated	through	genre	–	like	when	you	think	about	hip	hop,	hip	hop	so	often	communicates	to	itself	about	itself.	Jazz	certainly	did	that.		From	the	‘40s	up	to	the	‘60s		was	constantly	referring	to	itself,	there	was	this	group	conversation	about	what	they	were	all	about.	When	Collette	Coleman	came	out…	there	was	no	way	there	would	ever	be	a	riot	now	because	there’s	no	central	expectation	about	what	this	music	should	be.	This	really	reflects	a	seismic	shift	because	the	fact	that	there	were	riots	about	Debussy	and	Stravinsky	100	years	ago	and	now	there’s	now,	is	not	a	reflection	of	apathy	but	of	openness	and	the	expectation	that	music	is	going	to	be	hyperpersonalised.	So	people	are	so	much	more	open	to	things	now,	and	I	think	that’s	really	exciting	and	wonderful,	but	it	also	requires	a	higher	level	of	adventurousness	in	programming.	It	requires…	the	target	audience	is	shifting	younger,	it’s	shifting	to	more	urban	populations,	and	that’s	something	that	a	lot	of	classical	establishments	just	don’t	get.	They	don’t	understand	the	money	is	moving.	Old	people	are	dying,	and	the	money	is	moving	-	and	it’s	not	just	moving	to	the	people	who	are	a	little	bit	younger,	because	those	are	Baby	Boomers	that	want	to	see	the	Rolling	Stones.	Anyway,	that’s	a	whole	other…		K:	That’s	an	absolutely	fantastic	answer,	thank	you.	That’s	more	than	halfway	through	so	we’ll	take	a	pause.			(Short	pause	in	interview)		K:	Are	there	desirable	aspects	in	the	player’s	interpretation	or	the	technical	realisation	of	your	music	during	performance?			W:	What	was	the	first	part?			K:	Are	there	desirable	aspects.		W:	I	don’t	know	what	you	mean.		K:	Are	there	things	that	you	would	like	them	to	do	in	their	interpretation.	I’ll	put	it	a	different	way.	Are	there	general	stylistic	conventions	that	you	would	like	followed	in	the	performance	realisation	of	your	work?	For	example,	are	there	elements	of	romantic,	classical	–			W:	Okay	I	see	what	you’re	saying.	Again	this	would	change	from	piece	to	piece.	I	think	in	general	there	is	a	new	performance	practice	that	is	developing	within	our	community,	which	is,	just	that	there	isn’t	one	right	tone,	or	one	right	way	to	play	something	-	it	calls	for	a	larger	skill	set.	It	calls	for	the	ability	to	read	different	kinds	of	rhythms.	Like	displaced	16th	notes	are	impossible	for	conservatory	trained	people.	If	you’re	sitting	there	trying	to	read	it,	you	have	to	look	at	it	and	know	what	it	is.	The	place	I	run	into	it	the	most	is	with	orchestra	music,	is	getting	people	to	do	things	that	don’t	come	naturally	to	them	en	masse.	It’s	like	everybody	is	afraid	to	stick	out,	everyone	is	a	little	bit	timid,	and	that	leads	to	a	softer	and	less	aggressive	sound.	People	don’t	want	to	have	a	little	scrape	in	the	strings,	or	the	brass	to	get	too	brassy.	I	
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like	that	more	aggressive	quality	overall.	But	most	of	the	chamber	music	that	I	write	is	for	a	specific	person.	Usually	people	hear	the	piece	and	then	they	are	drawn	to	it	because	they	play	that	kind	of	music	so	it	usually	ends	up	okay,	though	sometimes	it	hasn’t.			I	think	also	sometimes	people	hear	something	and	it	sounds	poppy,	so	they	assume	it’s	easier,	even	though,	like	PYT	by	Michael	Jackson,	can	you	imagine	trying	to	read	that?	It	would	be	so	much	harder	than	most	Beethoven	and	Mozart,	so	that	happens	sometimes	too	where	people…	Just	because	something	sounds	poppy,	or	is	perceived	as	having	pop	influences,	doesn’t	make	it	easier	to	play	and	in	fact	often	makes	it	harder.			K:	Agreed.	I	don’t	know	if	Bryce	would	say	he	had	a	rock	influence	-	but	people	have	said	Aheym	is	rock	influenced.	I	sort	of	get	that,	that	sort	of	aggressive	feeling,	it’s	one	of	the	hardest	pieces	I	have	ever	played	and	especially	the	end	where	there	is	this	devilish	4/5.	It’s	not	easy	at	all	even	though	people	think	it’s	sort	of	like	rock.	Great.	Is	there	anything	else	you’d	like	to	touch	on	in	terms	of	how	players	perform	your	music	or	do	you	think	you’ve	covered	it.		W:	I	think	that’s	it.		K:	Great.	What	other	factors	do	you	think	contribute	to	an	effective	live	performance	of	your	music	and	how	so?		W:	Vibe	is	definitely	important.	The	right	kind	of	venue,	or	at	least	the	acknowledgement	of	the	venue	and	an	effort	to	present	the	music	in	an	appropriate	way.	If	it’s	in	a	concert	hall,	then	it’s	in	a	concert	hall	and	let’s	treat	it	as	such.	If	it’s	in	a	bar,	then	treat	it	like	it’s	in	a	bar.	I	think	there’s	an	epidemic	of	lack	of	rehearsal	often,	and	the	groups	-	like	the	Jack	quartet	rehearses	a	tonne,	and	they	play	the	shit	out	of	stuff	and	it	makes	a	huge	difference.	And	there’s	other	situations	where	people	think	it’s	enough	just	to	play	something	new,	and	not	actually	put	in	the	time.	And	when	you’re	challenging…	when	so	much	of	the	performance	practice	involved	in	something	doesn’t	fit	in	your	wheelhouse,	you	really	have	to	spend	a	little	more	time	but	then	you	get	a	lot	out	of	it.	Then	you	have	an	unsuccessful	performance	and	people	say	we	shouldn’t	perform	or	program	new	music.	You	spend	like	three	hours	rehearsing	a	Beethoven	concerto	that	everyone	in	there	has	played	50	times,	but	because	you	feel	like	you’re	competing	with	all	these	different	orchestras	and	you’re	competing	with	the	history	of	that	piece.	I	understand	that,	and	that’s	important.	But	I	would	like	to	see	the	same	level	of	seriousness	taken,	even	though	people	younger	and	you	are	taking	a	chance,	But	people	want	to	be,	audience	wants	to	be	in	situations,	the	right	kinds	of	audiences	want	to	be	in	situations	where	people	are	taking	chances,	because	then	their	role	is	important.	Their	role	in	saying	what	was	successful	and	what	wasn’t.	When	you	go	to	see	a	piece	that	everyone	has	heard	50	times,	and	they	say	“oh,	this	bit	was	a	little	different	or	that	bit	was	a	little	different”	-	that’s	the	part	of	it	they	like!	That	part	of	it	is	so	accentuated	when	it’s	something	new	that	we	can	all	talk	about	together.			K:	I	agree	wholeheartedly.	I’ve	been	very	lucky	that	my	teacher,	who	I	had	all	the	way	throughout	undergrad	and	now	learning	from	again,	is	one	of	the	most	famous	new	music	violists	-	well,	in	the	world	for	a	while.	She’s	always,	she’s	never	pushed	me	into	playing	new	music,	but	I	started	discovering	it	for	myself,	and	wanting	to	play	it,	a	central	thing	has	been	to	treat	it	like…	people	put	so	much	time	and	have	so	much	respect	for	Beethoven,	as	they	should,	but	the	music	that	is	being	written	now	still	deserves	that	same	amount	of	respect.		W:	This	is	a	messed	up	thing	to	say,	but	they	weren’t	that	great.	They’re	people.	They’ve	got	great	pieces	and	they’ve	got	okay	pieces.	Mozart	was	obviously	a	freak,	and	had	freakish	
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ability,	but	I	think	so	much	of	his	ability	is	comparable	to	an	athlete	who	can	jump	higher	and	run	faster.	Just	because	you	wrote	30	symphonies	in	this	amount	of	time,	and	Sibelius	wrote	a	third	of	that	over	a	much	longer	[period],	doesn’t	mean	that	each	note	is	more	or	less	valid.	I	don’t	know	why	anyone	would	become	a	composer	if	they	didn’t	feel	like	they	wanted	to	go	head	to	head	with	those	people.	But	I	think	that	there’s	an	unhealthy	level	of	reverence,	often,	that	you	don’t	see	in	the	fine	art	world.	The	idea	of	killing	your	idols	is	so	much	more	accepted	in	film	or	fine	art.	It’s	so	blasphemous	in	music	-	if	I	got	up	and	said	that	I	think	my	piece	is	better	that	this,	everyone	else	would	think	that	was	ridiculous,	even	if	I	thought	it	was	true.	I	don’t,	yet,	but	I	want	to!	At	some	point	I’d	love	to	have	a	piece	that	I	can	say	is	as	good	as	any	of	those	people,	otherwise	why	would	I	be	doing	it?		K:	I	agree,	I	find	it	kind	of	intimidating	and	I	think	one	of	the	best	things	about	playing	contemporary	music	for	me	has	been	that	I	can	connect	with	the	composer	so	much	more.	I	feel	like	I	do	a	better	job	playing	that	music,	even	better	than	this	music	that	people	place	so	much	reverence	on.	If	you	just	brought	it	down	to	earth	and	said,	“This	is	a	person	that	I’m	helping,	I’m	transferring	their	music	and	I’m	just	as	an	important	part	in	it	the	process.”	Placing	it	on	a	pedestal	just	freaks	me	out.			W:	It’s	unhealthy.		K:	I	think	so.	Okay,	just	a	couple	more	questions.	How	does	the	choice	and	set	up	of	venue	lead	to	an	effective	performance	of	your	music?			W:	There	are	practical	considerations	like,	is	the	sound	system	good?	Again,	I	think	it’s	a	lot	about	having	an	appropriate	environment	for	whatever	it	is	that	you’re	doing.	My	personal	take	is	that	the	classical	music	in	bars	thing,	people	have	gotten	a	little	bit	carried	away	with	that.	I	don’t	have	much	of	a	problem	with	classical	music	performance	practice	-	I	think	people	should	sit	still	and	listen,	and	be	quiet,	because	that’s	what	it’s	all	about.	I	think	it’s	a	relief	sometimes	to	be	in	an	environment	where	it	feels	strange	to	have	classical	music	there,	and	people	are	clinking	glasses	and	stuff.	That’s	cool,	but	I	think	in	the	end	I	like	the	idea	of	people	sitting	down	and	focusing	and	turning	off	their	fucking	phones	and	being	right	there.	At	least	the	music	I	write,	it’s	listening	music,	not	background	music.	The	aim	of	it	is	to	occupy	your	mind	entirely	while	it’s	happening.			K:	I	agree,	I	think	that’s	something	I	really	strive	for	in	the	concerts	that	I	curate.	Ideally,	I	have	to	find	my	own	venue,	somewhere	where	there	is	an	accessible	bar,	but	you	know,	people	are	not	going	to	be	there	while	the	music	is	going	on.	You	want	people	to	feel	comfortable	to	have	drinks,	relax,	chat	between	the	music	–			W:	Everybody	should	drink	at	every	concert	-	this	is	said	as	someone	who	doesn’t	drink,	but	I	know	it	helps,	everybody	wins.	The	venue	makes	more	money,	there’s	less	pressure	on	ticket	sales,	everything	sounds	better,	people	are	chilled	out.	I	think	that	should	be	a	rule.		K:	But	I	also	think	it’s	important	to	have	some,	well	reverence	is	the	wrong	sort	of	word,	a	bit	of	reverence	for	the	music,	because	it’s	stuff	that	people	have	put	a	lot	of	time	into	and	it	deserves	attention.		W:	I	agree.	I	think	that	maybe	the	legalisation	of	marijuana	could	be	really	great	for	classical	music,	or	whatever	constitutes	as	classical	music	these	days.		K:	Definitely.	Last	question:	What	sort	of	audiences	would	you	like	to	see	at	concerts	featuring	your	music?	
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	W:	There	have	been	like	5	times	where	I’ve	heard	people	in	the	classical	music	industry	reference	mainstream	music	as	consisting	of	Britney	Spears.	Not	accounting	for	the	fact	that	Kid	A	was	the	number	one	record	in	America	-	Kid	A	is	as	complicated	as	any	music	needs	to	be.	That	is	intelligent	music.	It	certainly	can	be	more	complicated	than	that.			K:	There	is	a	lot	of	depth	and	complexity.		W:	Definitely.	I	think	in	terms	of	quiet	listening	music,	there	is	a	great	thirst	for	that	in	our	culture	but	it	has	to	go	back	to	the	cultural	consumers.	It	goes	back	to	people	that	take	the	time	that	we	live	in	seriously,	and	define	themselves	in	large	part	by	the	art	that	they	consume	and	identify	with	it	and	wear	that	on	the	outside.	I	think	that	there	are	various	reasons	why	things	that	have	been	associated	with	classical	music	and	the	classical	music	industry	have	lost	contact	with	that	group	of	people.	That	is	frustrating	to	me.	It’s	not	a	specific	age	range,	it’s	not	a	specific	demographic	-	it’s	just	more	about	those	people	in	general,	and	attracting	them.	I	have	no	doubts	that	in	twenty	or	thirty	years,	this	music	is	in	general	going	to	be	viewed	as	really	really	important.	Similarly	to	how	punk	music	in	the	late	‘60s	through	the	mid	‘70s	was	kind	of	like	“cool”	at	the	time,	and	dudes	like	us	were	interested	in	it,	but	it	didn’t	really	make	any	money.	It	flopped	commercially,	and	now	they’re	all	dead	from	too	much	heroin	and	they	would	be	millionaires.	I	don’t	do	heroin,	but	I	don’t	want	the	same	thing	to	happen	here.	I	don’t	want	to	have	to	wait	that	long	for	people	to	recognise	the	cultural	significance	[of	this	music]	because	the	branding	of	classical	music	has	got	so	fucked	up	by	people	in	the	last	50	or	60	years	having	this	elitist	war,	pretending	that	people	can’t	understand	what’s	happening,	or	that	if	they	don’t	like	it,	that	somehow	it’s	their	fault.	It’s	your	fault!	If	you’re	not	selling	tickets,	that’s	your	fault.	You	don’t	need	to	educate	anybody,	you’ve	got	the	wrong	people	in	there	and	you’re	programming	the	wrong	shit.	I	would	love	to	see	a	major	orchestra	anywhere	commit	to	50/50	new	music	-	and	that	doesn’t	mean	Philip	Glass,	or	music	from	30	years	ago,	that	means	music	written	now.	Which	by	the	way	is	cheaper	than	getting	Lang	Lang	to	come	play	a	concerto.	Program	music	now,	program	local	music,	every	major	city	has	great	composers	in	it.	Develop	relationships	with	them,	program	them,	and	reach	out	to…	go	in	to	the	coffee	shops,	go	in	to	the	record	stores,	find	these	people.	They’re	in	Starbucks	or	wherever.	There’s	these	800	-	1000	person	venues	in	every	town	that	the	Dirty	Projectors	play	in,	and	then	there’s	5	people	between	the	ages	of	25	and	55	in	concert	halls	and	that	doesn’t	make	sense.	It’s	also	the	only	financial	way	forward,	those	are	the	people	that	are	going	to	have	money	and	contribute	to	this.	Those	are	the	people	that	a	lot	of	the	time	contribute	to	public	radio	and	they’re	very	environmentally	conscious,	like	Kickstarter	conscious.	But	you	reach	them	in	different	ways.		K:	That’s	a	fantastic	answer.			W:	End	it	with	a	rant.			K:	That’s	actually	exactly	what	I’m	trying	to	do	right	now,	and	it’s	nice	to	hear	someone	else	say	it	in	slightly	different	ways.	It’s	hard	to	sum	up	but	I	feel	extremely	passionate	about	this.			W:	50/50	-		50	old,	50	new,	50	men,	50	women.	And	you	can	extend	that	in	whatever	way	you	feel	like…	50	locals	-	whatever	it	is!	But	wear	the	boldness	on	the	outside.	If	you	look	at	Seattle	Symphony	-	they’re	doing	this	incredible	programming,	and	they	got	a	Pulitzer	Prize,	they	got	a	Grammy,	they	had	this	huge	wonderful	performance	at	Carnegie.	Their	albums	are	doing	well	-	they’re	taking	intelligent	chances.	Just	because	one	piece	doesn’t	work	doesn’t	mean…		
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K:	I	agree.	I	also	think…	it’s	quite	difficult	and	so	many	big	orchestras	are	stuck	in	a	paradigm.	I	think,	for	me,	I	found	it	easier	to	make	things	work	with	a	smaller	ensemble.		W:	Well,	like	Sienna	(not	sure	if	that’s	right),	I’m	writing	them	a	piece	that’s	dedicated	to	Arca	with	electronics	in	it.	And	I	was	like,	here’s	what	I	want	to	do,	and	they	were	like,	great.	That’s	what	you	want	as	a	composer.	That’s	going	to	be	so	much	more	interesting,	everything	wins	when	a	composer	does	what	they	want	to	do	as	long	as	they’re	in	reality	and	not	being	dicks	about	it.	Everything	is	doable,	it’s	not	more	expensive…		K:	Okay,	well	I’ll	stop	recording	and	let	you	get	back.			 	
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Bryce	Dessner	Interview	conducted	by	Kieran	Welch	with	Bryce	Dessner	via	phone,	13	April	2015.		Kieran:	Okay,	firstly	thank	you	so	much	for	agreeing	to	talk	with	me.		Bryce:	Yeah,	of	course.		K:	I	may	as	well	just	get	started	with	the	interview	then.	So	firstly,	how	would	you	describe	your	musical	career?	And	I	can	give	examples	if	that’s	a	bit	broad.		B:	Um…	remind	me	again,	this	is	for	your	paper,	is	that	correct?		K:	That’s	exactly	it.	Yeah.	I’m	doing	a	paper	on	sort	of,	like,	postmodernist	–		B:	(Inaudible)	Which	university	are	you	at?			K:	I’m	at	the	University	of	Queensland	in	Brisbane,	Australia.		B:	Got	it,	okay.	So	your	question	was,	like,	how	would	I	describe	my	career?		K:	Yes.		B:	Yeah.	Um,	well…	I	often	like	to	use	the	word	“collaboration”	when	I’m	describing	my	career,	because	it’s	kind	of	a	theme	that	goes	through	most	of	it…	Creative	relationships	with,	you	know,	many	musicians	I’ve	worked	with,	as	well	as	members	of	my	band,	or	even	some	of	the	visual	artists	that	I’ve	worked	with.	It’s	kind	of,	you	can	look	at	things	through	that	lens,	and	I	think	that	that	is	a	particular	trait	of	my	generation,	I	think	it’s	this	idea	of	collaborative	work.	It’s	also	very	American	in	a	way?		K:	Yeah.		B:	I	always	say	–	people	ask	me	because	I	play	in	a	somewhat…	rock	band	more	kind	of	thing,	you	know	how	does	that	work?	Typically	classical	music	tends	to	be	very	conservative.	And	so,	it’s	always	the	sort	of	question,	“how	did	you	come	to	classical	music?”	The	reality	is	I	started	in	classical	music.	My	education	is	classical,	I	studied	at	Yale.	When	I	first	came	out	of	school	my	living	was	made	playing	classical	music.	Playing	recitals	on	solo	guitar,	playing	in	various	chamber	groups,	teaching	music.	But	also	playing	in	bands.	And	so	it’s	been	kind	of	a	hybrid,	mixed	profession	for	me	all	along.	And	now	it’s	just	really	interesting,	because	I	get	to	kind	of	do	what	I	want.	I	really	enjoy,	I	mean	specifically	it’s	the	composition	work	that	I’ve	been	doing,	that	is	probably	the	thing	that	I,	like,	enjoy	the	most	right	now.	But	it’s	a	pretty	broad	kind	of	life	experience	that	I’ve	been	able	to	carve	out.		K:	Awesome.	Super.	Okay,	so	next	question	is,	how	would	you	describe	the	style	of	music	you	create?	But	of	course	you’re	able	to	give	multiple	answers,	for	multiple	projects.		B:	The	kind	of	music	I	curate?		K:	No,	Create.		B:	Create.	Um…	I	write	music	that	is,	I	like	to	call	it	creative,	detailed	music.	Music	that	has	the	beauties	in	the	details,	and	that	applies	to	orchestral	compositions,	but	it	also	applies	to	songs	that	we	might	write	in	The	National.	
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K:	Yes.	Super.	What	are	the	major	influences	on	the	music	you	write?	And	this	could	include	musical	genres	or	movements,	other	artists	or	composers,	other	musical	works,	or	works	from	other	disciplines,	like	dance,	science	or	philosophy.		B:	Hmm.	As	a	classical	composer,	I’m	distinctly	aware	that	we’ve	kind	of	inherited	the	western	art	music	tradition	from	Europe.		K:	Mm-hm		B:	And	so,	you	know,	the	original,	the	deeply	American	forms	of	music	have	little	to	do	with	classical	music.	You	know,	jazz,	blues,	rock	and	roll.	These	things	are…	of	course	they’re	informed	and	related.	But	I	think	as	a	concert	music	composer,	I’ve	thought	a	lot	about	what	is	unique	in	America?	What	is	our	voice?	You	might	have	that	issue	in	Australia	as	well.	Specifically,	there’s	a	period	of	American	art	and	literature	that	I	think	is	incredibly	individual,	and	at	the	time	was	very	new.	So	that’s	a	period	that	starts	specifically	with	American	poets	dating	from	the	late	40s	to	the	early	60s.		K:	Mm-hm.		B:	People	like	Robert	Creeley,	Frank	O’Hara,	Bill	Berkson,	Jack	Kerouac	would	be	the	best	known	of	them.	The	beat	poets,	the	New	York	school	poets,	the	black	mountain	poets.	And	specifically,	I	love	their	writing,	but	also	it	came	at	a	time	when,	and	this	is	sort	of	pre-	counter	culture	movement	of	the	60s,	they	sort	of	pre-date	that	a	little	bit,	but	they	certainly	in	a	way	set	it	moving.		K:	Yes.		B:	And	formerly,	the	poetry	itself	has	been	very,	it’s	influenced	me	in	my	music.	So	there’s	pieces	like	“Carolyn	by	the	Sea”	which	is	based	on	a	Carolyn	poem,	there’s	another	piece,	“Hold	on	and	Shut	Your	Eyes	Against	the	Wind,”	that’s	based	on	a	Larry	Siegel	poem.	The	major	work	that	I	did	for	BAM	is	based	on	Black	Mountain	Calling.	So	this	is…	I’m	very	aware	of	the	American	paradigm	of,	what	did	we	have	to	offer	to	the	movements	of…	and	you	know,	composers	like	John	Cage	are	very	influential	on	me,	obviously	I’ve	been	directly	involved	with	some	of	the	Minimalist	composers	such	as	Steve	Reich,	Philip	Glass.	Many	of	my	peers	are	really	interesting	composers,	so	we	influence	each	other.	You	know,	Nico	Muhly	is	a	close	friend.	Andrew	Norman’s	a	close	friend.	Caroline	Shaw’s	a	close	friend.	These	are	people	who	write	really	interesting	music,	and	we	share	ideas,	and	we	pass	work	back	and	forth.		K:	Super,	could	you	just	say	that	second	name	again	after	Nico	Muhly?		B:	Andrew	Norman.	Okay	super,	it	just	didn’t	come	through	very	clearly.		K:	Yep,	awesome.	Okay,	next	question	is,	how	has	current	technology	influenced	your	musical	taste	and	output?		B:	I	would	say	that	music	notation,	writing	manuscript,	is	a	very	advanced	form	of	technology.	It’s	very	old,	so	that	the	language	of	notating	music,	because	most	sequencing	programs,	most	samplers,	all	these	things,	they	work	on	grid.		K:	Yes.		
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B:	So	they’re,	you	know,	they’re	geared	towards	a	regular	subdivision,	or	gridded	kind	of	idea.	Even	if	you’re	working	in	an	odd	meter,	it’s	still	difficult	to	tell	Protools	to	do	something	–		K:	Yeah,	I	totally	get	what	you	mean.		B:	So	writing,	think	broader,	in	terms	of	broader	rhythms,	broader	processes.	Thinking	over	the	bar	line.	These	are	types	of	things	that	are	best	done	either	by	ear	or	by	writing	them	out,	actually.	So	for	me,	I’ve	really	enjoyed	–	even	with	really	simple	ideas	I	usually	write	them	out.	You	know,	technology	is	not,	I	think	that	in	the	last	30	years	or	so	that	most	innovation	in	music,	and…	the	most	beautiful	music	is	being	made.	But	it’s	really	easy	to	disappear	down	that	rabbit	hole,	with	technology,	and	forget	what	the	music	is	really	saying,	or	why.		K:	Yep.		B:	I	tend	to,	in	a	way	I’m	a	bit	of	a,	you	know	I	play	guitar,	I	write	music	that	people	play	on	acoustic	instruments.	I’ve	done	a	little	bit	of	things	with,	you	know…	certainly	we’re	very	adept	at	using	the	recording	studio	as	a	tool.	And	I	think	that’s	an	interesting…	in	a	way	the	recording	studio	is	analogous	to,	like	what	like	a	19th	century	composer	would	have,	just	intuitively	[known]	about	timbre,	frequency,	and	orchestration.	Now	people	are	sort	of	self-taught	with	that,	but	they	do	it	in	the	studio,	and	they	become	incredibly,	so	a	good	producer,	that’s	what	they’re	good	at.	They’re	good	at	arranging,	they’re	good	at	orchestrating,	they’re	good	at	thinking	about	frequency.		K:	Yeah,	definitely,	I	know	what	you	mean.	My	band’s	second	album	is	coming	out	in	a	couple	of	weeks,	and	we	got	a	record	label,	and	we	used	a	good	producer	this	time,	and	it	made	the	world	of	difference	to	our	sound.	Okay,	super.	Now,	I’m	not	classifying	you	as	this	at	all,	basically	my	research	is	concerned	a	lot	with…	how	labels	are	very	problematic.	But	just	to	get	your	thoughts	on	the	term,	what	are	your	thoughts	on	the	term	indie	classical?		B:	I	think	that…	there’s	two	things.	There’s	music	criticism,	which	is	an	old	tradition.	I	mean	Schumann	was	a	critic.			K:	Yes.		B:	There’s	always	been	critics,	and	in	a	way	we	need	the	critics…	You	know,	music	criticism	tends	to	be,	you	know,	broad	generalization…		K:	Yes.		B:	You	know,	things	that,	and	in	classical	music,	they’re	dealing	with	the	realities	of	classical	music,	which	is…	most	orchestras	are	very	conservative,	most	of	the	great	works	are	at	least	100	years	old,	or	200.	They’re	kind	of	situating	things	within	that	paradigm.	And,	um,	the	20th	century	was	essentially	the	century	where	classical	music	shut	itself	off	in	an	ivory	tower,	and	became	an	extremely	(inaudible)	environment.	You	know,	the	major	composers,	minus	the	minimalists,	are	basically,	you	know,	the	mid-century	composers	were	intellectuals.	So	this	is	thinking	about	indie	classical.	Because	I	think	that	that	term	is	not	coming	from	indie	rock	critics.	They	don’t	give	a	shit	(laughs).		K:	No,	I	would	agree.		B:	Yeah,	the	rock	and	roll	world	doesn’t	care,	I	think	they	find	the	music	exciting	and	interesting	occasionally,	but	they	don’t	apply	terms	to	it.	From	classical…	(cuts	out)	
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K:	Hello?		B:	Yep.		K:	Sorry	you	just	dropped	out	for	the	last	sort	of	five	seconds.		B:	Yeah,	the	indie	classical	term,	I	think	it’s	a	label,	um,	that	might	mean	something	in	terms	of	business?	So	classical	labels,	and	composers	and	musicians,	they’ve	started	working	more	like	their	counterparts	in	the	independent	rock	world,	and	being	self-presenting,	starting	their	own	labels.	So	in	that	way,	it	is	valid,	for	that	kind	of,	DIY	self-serving	culture,	which	is	a	good	thing.		K:	Yes.		B:	Indie	classical	as	a	creative	[term	is]	a	bit	pejorative,	it’s	condescending.	It	implies,	oh,	the	music’s	not	serious…	I	think	that	basically	music	criticism	exists	on	a	continuum,	and	one	point	of	the	continuum	popular	music,	and	on	the	other	point,	it’s,	you	know	[classical]	music,	and	it’s	basically	that	the	(inaudible)	is	between	two	things	(inaudible)	actually	musicians,	you	know	the	musicians	are	writing	for	the	critics,	some	of	them	are.	So	the	indie	classical	thing,	I’m	not	sure	how	that’s	going	to	play	out.	You	know	writing	from	Australia	it’s	going	to	be	different.		K:	Definitely,	it’s	so	different.	I’ve	been	in	New	York	for	the	last	few	weeks,	meeting	with	a	bunch	of	other	composers,	and	chatting	about	this,	and	just	the	whole	location	thing	has	made	me	change	my	perspective	a	huge	amount.			B:	You	know,	the	way	that	the	French	think	about	things,	versus	New	York	(inaudible).	I	mean	we’ve	had	punk	rock	happen	here,	Steve	Reich,	Philip	Glass	happened	here.		K:	Yes.		B:	(Inaudible)	You	know,	diverse	approaches	to	music.	And	whole	genres	of	music	that	only	exist	here	in	a	way.	John	Zorn—	you	know	internationally	(inaudible),	but	in	New	York	he’s	a	god.	You	know,	he’s	a	whole	genre	in	and	of	himself…	What	do	you	call	that	now?	Is	it	downtown	(inaudible)?		K:	Yep.		B:	You	know,	I’m	sure	that	(inaudible).		K:	Sorry,	you’re	just	dropping	a	little	there.	If	you	could	just	repeat	that	last	ten	seconds	again		B:	I	would	say	that	asking	a	critic	might	be	interesting,	they’d	have	a	very	different	opinion	than	someone	who’s	actually	making	music.		K:	Yes,	they	tend	to,	from	my	experience	(laughs).		B:	I	don’t	really	know	many	musicians	who	like	that	word.			K:	No	I	don’t	think	that	–		B:	Indie	classical.		
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K:	No,	I	don’t	think	I’ve	found	one	yet	either.	Apart	from	I	was	talking	with	David	Little,	and	he	was	saying	that	he	would	identify	with	the	term,	but	he	thinks	of	the	whole	phase	as	over	by	now,	which	I	thought	was	interesting.	Any,	unless	you	have	more	to	say	on	that	topic,	I’d	love	to	go	on	to	some	more	technical	performance	questions	about	your	music.		B:	Sure.		K:	Okay.	Firstly,	are	there	desirable	aspects	in	the	player’s	interpretation,	or	technical	realization	of	your	music	during	performance?		B:	Say	that	again?	Are	there…		K:	Are	there	desirable	aspects	in	the	player’s	interpretation,	or	technical	realization	of	your	music	during	performance?		B:	I	think	I’m	missing	the	point	of	the	question.	Are	there	desirable	conditions?		K:	Aspects.	Like,	are	there	–		B:	Aspects…		K:	With	the	interpretation	or	technical	realization…		B:	You	mean	what	am	I	hoping	for?	I	like	to	write	music	that	challenges	the	player.	I	don’t	like	music	that	is	too	hard	to	be	played,	but	I	like	it	to	be…	really	talented	musicians	love	to	dig	in,	and	really	have	music	that	challenges	them.	To	me	the	desirable	outcome	is	that	every	version	of	the	piece	is	different.	I	don’t	have	a,	it’s	not	that	I	have	some	sort	of	uber-text	idea	that	it	has	to	be	this	way,	I	like	the	scores	to	be	flexible,	and	there’s	even	some	improvisatory	language	in	there	usually.	I	love	working	with	groups	that	have	a	lot	of	history	playing	together,	like	So	Percussion	or	Kronos	Quartet,	they’re	like	great	bands,	you	know,	they	have	chemistry?		K:	Yeah,	I	–		B:	They	bring	like	dynamic	(inaudible)	to	the	music,	which	is	really	great.		K:	Yeah	super,	I	saw	So	Percussion	yesterday	playing	your	Music	for	Wood	and	Strings,	it	was	really	beautiful.		B:	Oh	great.		K:	Secondly,	are	there	any	technical,	or	interpretation	aspects	that	you	would	like	avoided	during	a	performance	of	your	music?		B:	I	think	that	sound	is	always	a	big	issue,	with	classical	music.	Because	most	of	the	venues	aren’t	set	up	for	it.	So…	I	think	typically	a	rock	band	would	travel	with	a	sound	engineer,	but	classical	musicians	don’t	usually	have	enough	money	to	do	that.	So	the	one	thing	that	can	go	wrong	for	me	is	if	it’s	being	amplified,	but	it’s	too	loud,	or	some	sort	of	weird	reverb	effects	on	it,	that	tends	to	be	something	that	ideally	there	would	be	a	sound	engineer	that	really	understood	the	work.	You	know,	if	something	technically	happens	that’s	a	bit	weird,	that	usually	has	to	do	with	sound	for	me.		
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K:	Mm-hm.	Super.	Are	there	general	stylistic	conventions	you	would	like	followed	in	a	performance	realization	of	your	work?	For	example	are	there	elements	of	romantic,	classical,	baroque,	rock,	jazz	or	other	performance	conventions	that	you	find	desirable	in	a	performance	of	your	music?		B:	If	there	are	I	usually	say	in	the	score.	So	a	lot	of	my	music	has,	is	influenced	by	renaissance	music,	so	I’ll	indicate,	you	know,	early	music	sound.	Which	normally	means	non-vibrato	to	the	strings,	for	instance,	or	might	say	gamba-like,	if	it’s	in	the	strings,	they	know	that	means	non-vib	with	a	slight	swell	on	each	note.	So	those	sort	of	things	I	like	using,	yep.	I	don’t	generally	mark	romantic,	you	know	if	anything	you	might	say	more,	or	less	expressive.	You	know?	Poco	espressivo	and	that	kind	of	thing.	I	don’t	tend	to	write	in	rock	‘n’	roll	in	any	way,	except	maybe	sometimes	I’ll	indicate	“in	a	groove”,	which	means	that	you	need	to	feel,	really	everything	should	be	(inaudible)	together		K:	Mm-hm,	super.	Yeah,	a	couple	of	weeks	ago	I	did	what	I	think	is	the	state	premiere	of	Aheym	and	Little	Blue	Something.		B:	Oh	great.		K:	And	yeah,	Little	Blue	Something,	you’ve	written	a	lot	of	those	performance	aspects	in	there,	it	was	really	useful.		B:	Yeah,	that’s	good,	(inaudible).	Are	you	a	string	player?		K:	Yeah,	I’m	a	violist.		B:	Oh	great.		K:	So	I’m,	this	masters	is	a	viola	performance	masters.	So	this	information	that	I’m	getting	from	you	is	hopefully	going	to	allow	me	to	play	music	like	yours	more	effectively.		B:	Yeah,	that’s	great.		K:	Okay,	so	next	question.	How	does	the	choice	and	set	up	of	the	venue	contribute	to	an	effective	performance	of	your	music?	You	already	touched	on	this	a	bit.		B:	Um…	I’ve	been	involved	with	really	traditional	venues	like	Carnegie	Hall,	or	orchestras	or	whatever,	where	it’s	a	classical	venue	which	is	opening	its	doors	to	a	new	type	of	programming.	I’ve	been	involved	with	rock	venues,	somewhere	like	Le	Poisson	Rouge,	which	is	curating	classical	music.	I’ve	been	involved	with	DIY,	really	homemade,	actually	there	was	one	in	Perth.	Part	of	the	Perth	festival,	but	it	was	an	offshoot,	where	they	were	doing	programming	at	kind	of	an	outdoors	space.	It	was	very	untraditional,	in	that	kind	of	Australian	way.		K:	(Laughs)	yeah.		B:	Which	is	great.	I	think	that	venue	brings	with	it	all	kinds	of	information.	You	know,	if	you	present	at	the	Kitchen	in	New	York	City,	The	Kitchen	is	the	home,	like	BAM,	The	Kitchen	and	BAM	are	sort	of	the	home	to	all	the	next	wave	people	like	Robert	Wilson,	Meredith	Monk,	Laurie	Anderson.	The	people	who	paved	the	way	for	all	of	the	mixed	media…		K:	Yes.	
	 63	
B:	And	so	the	venue,	automatically,	you	walk	in	the	door,	and	it’s	a	level	playing	field.	And	maybe	you’re	dealing	with	their	history	a	little	bit.	There	tends	to	be	a	very	open	environment.	You	get	up	on	stage	even	at	Zanger	Hall,	or	Carnegie,	and	it’s	less	open.	Even	if	the	presenters	are	really	open	minded,	it	still	feels	more	classical.	And	so	it’s	where	is	the	piece	best	heard?	Some	of	the	pieces,	like	that	So	Percussion	piece	you	heard,	that	was	commissioned	by	Carnegie,	and	it	works	really	well	there.	It	also	works	really	well	in	a	club,	or	in	a	festival.	Because	it	can	be	amplified,	it’s	music	that	people	don’t	really	have,	they’ve	not	heard	of	the	instruments	before.	Percussionists	in	general,	it’s	not	a	super-long	tradition.	You	don’t	have	all	of	the	great	string	quartets	and	all	that.	The	music,	the	repertoire	tends	to	be	more	recent,	there	tends	to	be	a	more	open	environment.	I	love	a	new	platform,	a	new	platform	for	creating	a	new	venue,	that	doesn’t	have	history.	Maybe	taking	over	an	old	warehouse	space,	or,	you	know,	I	love	strength	in	numbers,	starting	a	festival,	where	the,	you	know…	I	don’t	think	there’s	any	one	ideology	in	music	you	can	kind	of	hang	your	head	on	now.	I	think	there’s	a	lot	going	on	in	different	directions.	Some	of	my	friends	make	very	academic,	very	thorny	music,	others	make	very	beautiful	music.	And	some	make	very	rock	influenced	music,	others	make	music	that	is	very	[vocal],	and	I	think	that	the	reality	is	that	we’re	in	kind	of	a	post-ideology	century,	hopefully,	where	composers	are	free	to	search	inward,	and	musicians	as	well.	So	where	does	that	best	happen?	I	think	that	the	classical	venues,	the	orchestras	need,	need	us,	need	new	music.	Because	also	sometimes	it’s	not	the	best	environment,	if	you	have	a	work	played	on	an	orchestra	program,	it’s	usually	sandwiched	in	between	two	historical	works.	That	can	be	cool,	especially	if	the	piece	is	responding,	but	it	also	can	be	limiting.	It	can	be	not	the	best…	I	mean	that’s	a	long	question,	but	I	think	that	questions	about	venue	and	what	space	is	a	pretty	interesting	one,	there’s	no	easy	answer	to	it,	except	to	say	that	the	situations	that	I’ve	been	in,	where	essentially	it	was	a	new	and	very	specific	environment	created	to	hear	new	music,	I	think	that	is	exciting.		K:	Super.	Yeah,	I	ask	because	I	also,	as	well	as	playing	viola,	I	curate	my	own	concert	series	back	home.	And	that’s	where	we	put	on	your	two	works,	Aheym	and	Little	Blue	Something.	And	I	tend	to	like	using,	as	you	said,	new	spaces	that	haven’t	really	been	used,	sort	of	DIY	venues	that	have	nice	acoustics,	but	haven’t	really	been	used	for	performances	before.	So	it’s	nice	to	hear	that	you’re	saying	that,	I	think,	in	a	lot	of	cases,	you	like	that	as	well.		B:	Yeah.	I	do.	Sure.	I	think	it’s	important	to	not	let	the	propriety	of	concert	morals	get	you,	so	you	have	to,	it	doesn’t	take	a	lot	of	work	to	make	a	concert	space	nice,	to	make	a	nice	backstage	for	the	artists,	to	make	sure	that	the	stage	is	lit	a	little	bit,	if	you’re	doing	so,	but	make	sure	it’s	done	well.	It	doesn’t	require	a	lot	of	money	or	energy	to	make	sure,	and	those	are	the	details	that	are	important	if	you’re	going	to	do	something	more	independent	like	that.	It	shouldn’t	feel	ratty,	it	should	feel	like	it	has	integrity,	and	I	think	that	level	of	care	really	comes	across	to	the	audience,	and	I	think	that’s	important.	Similarly	with	the	marketing	and	the	press	and	all	that.	It	needs	to	be	done	in	a	way	that’s	really	professional.	I	think	that	makes	it	feel	great	to	the	audience	and	to	the	artist.		K:	Yeah,	I	totally	agree.	Like,	for	example	I	spent	$300	on	little	sconces,	just	so	that	everyone	could	see	their	music	properly,	but	it	makes	a	huge	difference,	because	if	they	can’t	see	their	music	then	what’s	the	point	of	the	concert?	But	yeah,	it’s	all	good	to	hear	that	stuff	that	I	do	try	and	really	work	on.	The	next	question	was	related	to	that	as	well,	you	already	started	answering	it,	but	how	important	are	the	following	event	organization	aspects	to	a	performance	of	your	music?	So	there’s	curation,	promotion	and	marketing,	and	facilitation/running	of	the	concert	itself.		B:	Curation,	marketing,	and	then	the	length	of	the	concert?		
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K:	No,	more	running	of	the	concert.	The	facilitation	of	the	actual	performance,	and	the	event	organiser’s	role	in	that.		B:	Yeah,	I	think	all	that	is	part	of	the	experience.	I	think	that…	who	is	it	who	talks	about	the	aura	of	a	concert,	is	that	Walter	[Benjamin],	the,	yeah	there’s	a	ritual	element	to	live	performance.	And	there’s	communion	in	there.	There’s	a	kind	of	gathering	of	people	in	experiencing	this	work	live	and	all	that.	It’s	hugely	important,	it’s	a	huge	part	of	it,	all	the	details	of	how	that	plays	out,	and	the	music	is	just	one	part	of	the	event.	It	can	be	incredibly	distracting	if	you	have	an	open	bar	right	next	to	where	they’re	playing	really	delicate	chamber	music.	I	mean,	it’s	a	cool	idea,	it	makes	everyone	relax,	it	can	be	great.	But	then	you	hear	that,	you	hear	clinking	glasses,	and	the	ice	machine,	and	all	that.	(inaudible)	you	know	if	it’s	an	eight-hour	concert,	unless	you	want	to	do	a	marathon	kind	of	thing,	it	can	diminish	people’s	readiness	to	be	open	to	that	work.	So	I	think	all	these	things	are	really	important.	And	I	run	a	festival,	so	I’m	pretty	careful	about	all	that.		K:	Yes.	Yeah,	I’ve	read	a	lot	about	the	festival	that	you	organize.	It	sounds	really	super.		(End	of	structured	interview)		 	
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David	T.	Little	and	Eileen	Mack	Interview	conducted	by	Kieran	Welch	with	David	T.	Little	and	Eileen	Mack	in	person,	Weehawken,	New	Jersey,	7	April	2015.		K:	Firstly,	how	would	you	describe	your	musical	career?	That’s	a	bit	of	a	broad	one,	I	can	go	into	examples	if	you’d	prefer.		E:	I	mean,	do	you	want	a	kind	of	trajectory	of	how,	you	know,	what	happened,	where	we	went	–		K:	Yeah,	whatever	you	feel	like	giving	out.	I	mean	ideally	I	think	also	just	what	you’re	doing	now,	but	a	trajectory	would	be	great	also.		D:	And	do	you	want,	you’re	focusing	specifically	on	the	sort	of,	“indie	classical”	movement,	or…		K:	Yeah,	well,	I	don’t	know,	one	of	the	things	that	I’ve	realized	researching	more	and	more	is	that…	I’m	focusing	on	the	music	not	the	label	let’s	just	say.	So	just	talk	about	what	you’re	doing,	I’m	here	because	you	guys	are	involved	with	a	lot	of	bands	and	stuff	that	I	think	are	related	to	my	research.		D:	Sure.		E:	I	mean	well	I	play,	I’m	the	full-time	clarinetist	–	I	mean	full	time	as	in	always	the	clarinetist	–	in	Newspeak	and	Victoire.	And	then,	subbing	with	a	bunch	of	other	groups.	I’m	playing	with	a	group	called	Talea	in	May,	which	is,	you	know,	a	very	different	world.	Kind	of	like,	European,	complex	music.	But	also	I	was	just	subbing	with	a	group	called	Transit	playing	Daniel	Wohl’s	music,	so	that’s	very…	his	album	that	we’re	playing	is	on	New	Amsterdam,	so	that’s	more	of	the	“indie	classical”	thing.	So,	just	playing	a	lot	with	whoever	books	me,	and	I	work	part	time	at	a	music	publisher.		K:	Super.		D:	So	I’m	a	composer,	who	lately	has	been	writing	a	lot	of	opera,	that’s	sort	of	become	the	thing	that	I’m	doing…	although	its	not	the	only	thing	that	I’m	doing,	I	guess	I’m	trying	to	alternate	between,	you	know,	an	opera,	and	then	a	chamber	piece,	or	an	orchestral	work,	to	sort	of	not	get	labeled	as	someone	who	only	does	that	one	thing.	Those	pieces	sort	of	came	about	because	I	had	opportunities	to	do	them—	first	one	was	a	piece	called	Soldier	Songs	–		K:	Yeah.		D:	And	it	was	just	an	opportunity	to	try	things	out,	and	I	realized	I	really	love	doing	it	and	it	seemed	that	people	liked	the	works,	that	things	were	being	well	received,	and	so	it’s	just	kind	of	continued	on	like	that.	I	think	for	me	those	intersect	with…	both	Soldier	Songs	and	Dog	Days	really	intersect	with	the	indie	classical	thing	to	a	certain	extent.	Dog	Days	was	written	for	Newspeak	to	perform,	and	then	Soldier	Songs,	although	it	wasn’t	premiered	by	Newspeak,	was	sort	of	retrofitted.	And	I	feel	like	the	final	version	is	really	for	Newspeak,	although	the	instrumentation	is	slightly	different.	So	yeah,	so	right	now,	I’m	a	composer	writing	an	opera	for	Fort	Worth	Opera,	I’m	teaching	through	this	year	at	Shenandoah	conservatorium	in	Virginia.	Although	I	stepped	down	from	that	position,	and	I	will	be	shifting	to	be	more	of	a	full-time	composer	starting	over	the	summer	basically.		
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K:	That’s	really	exciting.		D:	It’s	exciting,	and	it’s	kind	of	scary.	But	I	think	it	came	down	to,	for	me	at	least	with	the	Virginia	thing	it’s	just	the	travel	is	difficult,	it’s	a	five-hour	drive	–		K:	Yeah,	I	was	going	to	say	(laughs)	–		D:	And	between	that,	and	just	the	exhaustion	of	the	travel,	it	became	impossible	to	write	all	of	the	music	that	I	need	to	write.	And	it’s	been	kind	of	a	hustle	to	get	everything	done.	And	then	it’s	also	like,	I	can	technically	do	that,	and	get	all	of	the	music	written,	if	I	never	see	Eileen,	or	sleep,	or	you	know	–			K:	Like	a	triangle,	the	work-life	triangle	–		D:	Yeah,	trying	to	settle	into	a	life	that	has	some	balance	in	it,	but	is	still	really	productive,	and	still	does,	allows	us	to	do	the	sort	of	stuff	we	want	to	do.		K:	Super,	sounds	good.	Yeah,	just	off	topic,	opera	is,	like	new	opera	like	what	you’re	doing	is	so	much	bigger	here	than	in	Australia,	like	I	didn’t	even	realize	just	looking	into	stuff,	because	you	feel	like	these	days	the	Internet	can	just	connect	you	to	everything,	but	I	just	didn’t	realize	sort	of	how	big	it	is	here	–			D:	It’s	huge,	yeah.		K:	Because	it’s	not	in	Australia.	So	that	could	be	something	we	work	on	back	home.		D:	Yeah,	it’s	interesting	–		E:	And	like	opera	that’s	happening	in	smaller	houses,	the	thought	that	you	don’t	have	to	wait	for,	like,	Opera	Australia	to	put	something	on,	you	can	just,	kind	of	make	it	happen.		K:	Definitely.	Like,	I’ve	got	friends	who	are	good	opera	singer,	and	I	run	my	own	concert	series	so	it’s	something	–		E:	Yeah.	I	was	talking	to	someone	in	Brisbane…	No,	I	met	someone	who	was	doing	opera	in	Brisbane,	but	I	don’t	remember.			K:	Okay,	so	second	question.	How	would	you	describe	the	style	of	music	you	create?	And	feel	free	to	provide	multiple	answers,	if	you	want	to.		E:	Do	I	create	music?		D:	Yeah.		K:	You	do!	And	I	would	say	that	you	were	sort	of	describing	it	earlier	by	saying	who	you	perform	with.		E:	I	would	say	a	lot	of	it	is	the	generation	of	composers	who	grew	up	feeling	that	it	was	okay	to	incorporate	elements	of	popular	music	and	styles	outside	of	classical	music	into	their	music	without	any	kind	of…	fear	of	repercussion,	or	any	shame,	musically.	So	a	lot	of	artists	that	I’ve	met	through	Bang	on	a	Can,	because	I	did	the	Bang	on	a	Can	Summer	School	in	2002,	and	then	I	moved	here	in	2004.	And	a	lot	of	the	people	that	I	work	with	are	still	people	that	I	met	
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through	that:	Missy	Mazzoli	was	there,	and	now	I	play	in	Victoire;	I’m	playing	some	Judd	Greenstein	next	week,	he	was	there.	So	there’s	that	side	of	things.	But	when	I,	I	mean	growing	up	in	Brisbane	I	was	interested	in	all	kinds	of	different	styles.	We	put	on	crazy	concerts,	where	we’d	do	a	bit	of	everything.	And	so	it’s	great	to	be	able	to	play	stuff	like	Talea	does	as	well.		K:	Mm-hmm.	Awesome.	And	how	would	you	describe	the	sort	of	music	you	create	David?		D:	Well	just	to	sort	of	respond	a	little	bit	to	what	Eileen	said	about	the	generation	of	composer	that	grew	up	not…		E:	Without	shame	(laughs)	–		D:	Without	shame.	I	mean	I	would	say	that	was	something	that	I	actively	struggled	with.	You	know,	it	was	this	feeling:	can	I	do	this?	Is	it	acceptable	to	do	this?	I	think	that’s	part	of	my	own	weird	training,	when	I	started	composing…	I	mean	it	feels	late,	but,	you	know,	I	was	an	undergraduate,	so	it	wasn’t	really	that	late	by,	when	you	talk	to	other	composers.	But	I	always	felt	it	was	really	late.	I	felt	like	I	decided	I	wanted	to	be	a	composer	when	I	was	fifteen,	but	I	couldn’t	really	read	music,	and	I	didn’t	really	have	the	resources	to	study	seriously	at	that	time.	So	there	were	a	number	of	years	where	I	had	this	desire	to	learn,	but	couldn’t	find	the	right	way	of	doing	it.	So	I	always	felt	a	little…	behind,	in	that	way.	But	I	had	grown	up	playing	in	rock	bands.	So	I	was	making	music	from	a	very	young	age,	but	then	I	wanted	to	start	writing	notated	music.	So	when	I	really	dug	in	to	studying	classical	music,	I	really	studied	classical	music.	Specifically	contemporary/avant-garde	work,	after	1945.	Anything	before	1945,	or	anything	from	any	of	the	greats,	I	just	wasn’t	interested	in	really.	And	so,	being	in	that	world,	I	sort	of	drew	my	own	conclusions	that	that	meant	I	had	to	reject	all	of	the	stuff	I	had	done	growing	up,	and	so	a	lot	of	my	process	creatively	over	the	years	has	been	to	re-introduce,	sometimes	one	style	at	a	time,	re-introduce	that	music	that	I	grew	up	really	loving.	And	ranges	not	just	from	rock	music,	but	from	rock	music	to	musical	theatre	that	I	really	grew	up	very	active	in;	you	know,	colonial-era	fife	and	drum	music	which	I	played	as	a	kid.	These	are	all	things	that	I	actually	really	care	about	musically,	and	to	find	ways	to	incorporate	them	into	my	work	has	been	a	goal	over	many	years.	And	I	would	say	now	what	I’m	working	on	is	to	reduce	that	down	to	a	sort	of	DNA	level.	I	think	you	look	at	a	piece	like	“Sweet	Light	Crude”	from	the	Newspeak	record,	like	that’s	definitely	–		K:	That’s	one	of	my	favourites.		D:	Oh	thanks.	It’s	definitely	in	a	style;	it’s	a	homage	to	a	style.	And	I	think,	that’s	from,	you	know,	2007,	and	I	think	moving	away	from	that	and	towards	where	I	am	now,	I’ve	tried	to	distill	the	elements	into	a	unique	language,	that	isn’t	necessarily	referencing	quite	as	much,	but	into	my	own	language	that	contains	elements	of	all	these	things,	that	maybe	aren’t	recognizable	as	themselves	anymore.		K:	Yes,	I	think.	I	mean,	a	couple	of	things	just	to	quickly	touch	on	what	you	said;	I	totally	get	what	you’re	talking	about.	Because	I’ve	been	playing	violin	since	I	was	like	10,	but	I’ve	been	DJing	since	I	was	12,	and	the	music	I	listen	to	is	not	the	music	I	play.	I	mean	I	go	to	heaps	of	classical	music	concerts,	but	when	I	listen	to	music	it’s	like	electronic	music,	indie	music,	and	I’ve	always	felt	like	they	were	very	disparate,	and	that	I	wasn’t	allowed	to	combine	them,	up	until	the	last	year	or	two.	So	I	totally	get	what	you	mean.		D:	And	I	think	what’s	exciting	about	that,	and	what	was	always	exciting,	you	know,	as	we	were	starting	these	groups	and	going	to	early	shows,	is	that	it	didn’t	feel	like	we	were	trying	to	be	in	rock	bands	and	do	that	with	classical	instruments.	It	felt	like	we	were	really	trying	to	find	a	
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new	thing,	that,	I	think	a	piece	like	Sweet	Light	Crude	is	a	step	along,	for	me	is	a	step	in	that	process.	And	I	think	if	you	look	at	a	lot	of	what	composers	who	were	also	going	through	similar	processes,	if	you	look	at	the	works	we’re	doing	now,	they’re	not	as	clearly	referencing	styles	as	maybe	they	were	10	years	ago.	But	you	can	hear,	(to	Eileen)	maybe	you	disagree,	but	I	feel	like	you	can	sort	of	hear…	those	were	like	means	to	an	end,	I	think.	For	me	at	least,	those	early	works.		(Pause	in	interview	while	David	gets	water.	Kieran	and	Eileen	discuss	Brandt	Brauer	Frick)		K:	Okay,	and	this	is	one…	pretty	much…	I’ll	just	ask	it.	Do	you	think	the	music	you	create	fits	in	with	or	shares	aspects	with	any	musical	genres	or	movements?	You’ve	sort	of	touched	on	it	so	far,	but	just	to	kind	of…		D:	I	think…	do	you	want	me	to	go?	(Looks	at	Eileen).	I	mean	I	think	for	you	it	–		E:	I	mean	Victoire	is	very,	whatever	indie	classical	is,	we	are	it.	Newspeak	is…	pretty	much?	Yep.	But	other	things	are	in	different	genres,	some	is	European	and	“up	town-y,”	last	week	I	played	Messaien,	next	week	I’m	playing	some	Barber,	so	it’s	kind	of	all	over	the	place.		D:	I	feel	like	my	work	definitely,	anyway	like	I	was	saying,	I	feel	like	this	particular	time	in	New	York,	around	2004-2005,	starting	there,	there	were	a	lot	really	exciting,	and	excited	people	coming	to	the	city	at	the	same	time	from	different	places.	Eileen	was	coming	from	Brisbane,	Missy	was	coming	from	New	Haven,	I	was	coming	from	Boston	and	starting	school	at	Princeton.	And	I	think	we	just	happened	to,	because	of	the	network	of	that	first	year	of	the	Bang	on	a	Can	Summer	Festival,	we	all	kind	of	found	each	other,	and	then	just	started	doing	things	together.	And	I	think	having	that	support	group,	that	sort	of	network,	helped,	for	me	at	least,	helped	me	be	less	freaked	out	about	doing	what	I	really	wanted	to	be	doing.	And	so	I	felt	like	I	had	kind	of	a	safe	zone	to	really	be	myself.	So	I	feel	like	my	work	definitely	has	its	roots	in	that	time,	and	that,	this	place	and	that	activity,	whether	or	not	that	is	quote	un-quote	“indie	classical”,	you	know	that’s	a	more	complicated	issue.	As	you	mentioned	earlier,	it	gets	into	labels	and	commerce	and	all	that	side	of	things.	But	if	we’re	going	to	identify	indie	classical	as	that	time	and	place	and	call	that	a	movement,	definitely.	Someone	we	haven’t	talked	about	yet	is	Beth	Morrison,	who’s	this	opera	producer,	who	is	the	reason	really	that	I’m	doing	the	operatic	work	that	I’m	doing,	and	has	produced	Missy	Mazzoli’s	first	work	“Song	From	The	Uproar”.	[She]	Has	done	a	lot	of,	has	really	given	opportunities	to	young	people	who	are	just	going	to	go	for	it.	Because	she	was	also	just	going	for	it.	She’s	a	little	older	than	we	are	but	not	that	much	older,	perhaps	two	or	three	years.			E:	The	exact	date	is	a	mystery.	(David	and	Eileen	laugh)		D:	But	you	know,	we	were	all	just	like	we’re	going	to	do	this	thing,	and	we’re	going	to	figure	out	how	to	fundraise	it,	and	make	it	happen.		K:	Yeah,	that’s	the	hardest	thing.	Like	I	said,	I	run	my	own	series	of	concerts	back	home.	Like,	I	mean,	fundraising,	I	break	even	pretty	much	every	time,	but	that’s	about	it.	And	the	biggest	thing	for	the	next	ones	is	I	just	want	to	be	able	to	pay	the	performers.		D:	Yeah.		K:	It’s	hard.	I’m	going	to,	I	think	after	the	amount	I’ve	done	I	can	get	grants	and	stuff…	you	don’t	need	to	hear	about	that,	but	I	know	what	you’re	talking	about.		
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D:	It’s	interesting,	one	of	the	things	that	we	do	through	Newspeak,	and	Eileen	has	been	really	instrumental	in	leading	the	last	few	years	in	particular,	is	the	New	Music	Bakesale,	do	you	know	about	this?		K:	Yeah,	I	heard	about	it	briefly.		D:	That	has	an	interesting	financial	model	where	it’s	sort	of	self-supporting.			E:	Well	it’s	self-supporting	because	the	first	year	we	did	it	with	no	costs.	We	didn’t	pay	for	the	venue,	we	got	it	for	free.	We	managed	to	get	all	the	beer	for	free.	So	we	basically	just	raked	money	in.	And	so	that	is	like,	advance	to	do	the	next	year,	and	then	we	fill	it	back	up.	So	there’s	always	in	the	bank	exactly	as	much	music	as	it	takes	to	run	the	thing.		D:	And	every	year’s	a	little	different.	Some	years	more	people	come,	or	fewer	people	come.	This	year,	I	think	we	had	fewer	people,	but	those	people	drank	more	beer	than	last	year.	But	it’s	interesting,	if	you	can	find	a	sort	of	model.	We	set	out	to	create	a	model	early	on	that	would	be	self-sustaining.	And	over	the	years	we	have	brought	sponsors	in,	and	those	sponsors	have	allowed	us	to	pay	the	performers,	which	we	couldn’t	for	the	first	couple	of	years.		E:	Right,	we	wouldn’t	have	gotten	sponsors	for	the	first	one	(laughs),	because	we	were	like	“what	is	this	crazy	thing	that	you	want	to	do?”		D:	It	was	wacky,	yeah.		E:	But	we	were	definitely	like,	“what	do	people	like	to	pay	money	for?	Beer.	Okay,	can	we	get	beer	for	cheap?”		D:	But	what’s	been	cool	about	it,	is	now	that	we’re	a	little	older,	we	just	did	the	sixth	annual	Bake	Sale.	And	I’m	finding	that	I	know	fewer	and	fewer	of	the	people	who	are	buying	the	tables	–		K:	And	that’s	what	you	want,	yeah		D:	So	we’re	seeing	the	next	generation	sort	of	coming	up,	which	is	really	cool.		E:	Yeah,	we’re	definitely	seeing,	we	were	having	our	little	post-mortem,	and	were	saying	that	we’d	like	to	bring	someone	new	on	to	the	committee…		K:	Sweet.	Well,	I’ll	keep	this	going,	just	to	at	least	get	through	it	and	not	take	all	of	your	evening.	Where	do	you	think	the	music	that	you	create	fits	in	with	stylistically	and	socially	in	relation	to	society	today?		D:	Mmm…	(Pause)		K:	I	can	put	that	a	different	way	if	you’d	like.		D:	I’d	be	curious	just	to	hear	the	other	way.	I	think	I	have	some	thoughts	on	it	but	what’s	the	other	way?		K:	Slightly	more	metaphorical,	where	would	you	position	it	on	the	musical	landscape?		E:	I	mean,	we’ve	disagreed	on	this	a	little	bit	recently	(looks	to	David).	I	think?	
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	D:	I	don’t	know	what	you’re	talking	about.	We	don’t	disagree	about	anything	(both	laugh).	I	think	one	of	the	things	that	has	been	interesting	for	me	is	as	I’ve	been	heading	more	and	more	into	mainstream	opera,	which	is	a	gigantic,	budgeted	affair.	Starting	with	a	piece	like	Soldier	Songs,	it’s	like	very	DIY,	I	mean	the	first	time	that	we	did	it	at	New	York	was	at	Le	Poisson	Rouge,	which	is,	you	know…		K:	Yeah,	I’m	heading	there	on	Sunday.		D:	Oh	cool,	yeah.	I	mean	we	barely	fit.	It	was	an	adventure	(laughs).	But	it	was	not,	you	know,	I	mean	with	this	piece	I’m	writing	now	it’s	going	to	go	up	in	Bass	Hall	in	Fort	Worth,	which	is	like,	I	think,	3000	seat,	proper	sort	of	opera	house,	you	know.	So	that’s	been	sort	of	interesting,	and	sort	of,	you	know,	thinking	about	who	the	audience	is,	is	opera	an	elite	affair	or	not?	It’s	something	I	think	about	a	lot.	And	also	I	think	that	there	are	certain	assumptions	within	the	industry	about	what	opera	is,	and	I	want	to	challenge	those,	personally.		K:	Definitely.		D:	Even	if	I’m	writing	inside	of	a	grand	opera	form,	I	want	to	sort	of	push	that	forward	a	little.	In	a	way.		K:	Yeah.		D:	So	that’s	one	aspect	of	it.	You	know,	Newspeak,	I	think	started	out	much	more	edgy	and	DIY,	and	as	we’ve	gotten	older,	you	know	people	have	kids	and	have	families,	and	we	can’t	do	a	show	for	door	anymore.	So	that’s	changed	how	we,	how	the	organization	operates	from	a	financial	perspective,	and	how	much	we	need	to	charge	presenters	for	shows.	And	that’s	just	sort	of	how	life	evolves	I	think.	And	that’s	been	interesting	for	us	to	try	and	navigate,	you	as	the	people	who	are	running	the	organization,	and	negotiating	the	contracts	and	stuff.		K:	(To	Eileen)	do	you	have	anything	you’d	like	to	add?		E:	I	think	what	we	do	is	pretty	niche,	and	I	think	I’m	kind	of	okay	with	that.	I	don’t	necessarily	want	to	play	for	audiences	of	thousands,	I	think	potentially	I’d	be	playing	less	interesting	music	if	that	was	what	was	happening,	so	I’d	prefer	to	play	stuff	that’s	interesting	to	me.	And	have	enough	other	people	to	pay.		D:	(To	Eileen)	did	we	talk	about	the	market	recently?		E:	Maybe?		D:	Yeah	I	think	the	market	is	an	interesting	thing,	you	know.	And	does	the	market,	like	you	were	saying,	limit…		E:	Well	I	feel	like	there’s	a	classical	(inaudible),	like	are	we	educating	people	enough	about	classical	music	to	bring	them	into	the	fold	to	be	future	audiences,	and	there’s	an	assumption	that	if	you	educated	them	about	classical	music	they	would	like	it.	Which	is	not	necessarily	the	case.		D:	Yes.		E:	Because	they	could	learn	about	it,	and	still	be	like,	“meh,	not	my	cup	of	tea,”	and	that’s	fine.	
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	D:	Yeah.	And	I	think	also,	we’ve	talked	a	lot	about,	there	are	people	who	like	experiences,	they	sort	of	seek	new	experiences,	whether	they’re	seeking	experiences	with	interesting	food,	anything,	they’re	going	to	see	a	foreign	film,	and	I	think	those	are	the	kinds	of	people	who	would	possibly	like	what	we	do,	or	would	just	be	open	to	going	to	the	symphony	if	they’d	never	been.	And	some	people	are	just	not	interested	in	experiencing	the	same	way,	and	I	think	that’s	fine.	But	what	I	think	you’re	saying	is	that	we	should	maybe	not	try	so	hard	to	convince	
those	people,	who	just	aren’t	interested	in	new	things,	or	you	know…	yeah.	Yeah,	I	mean,	it’s	interesting,	being	in	New	York	versus	being	in	Virginia	is	really	interesting,	because	I	run	a	new	music	series	in	Virginia,	in	Winchester.	Which	is	pretty	small,	it’s	a	city	of	about	25,000.	But,	you	know,	new	music	is	a	new	thing	there,	it’s	been	interesting	to	talk	about	how	do	you	curate,	and	how	do	you	audience	build	for	that	kind	of	a	setting.		K:	Yeah,	definitely.		D:	Versus	in	New	York,	where	you’re	just	like,	hey	just	call	everyone	you	know	and	they’ll	come,	and	you	have	an	audience.	And	I	think	the	indie	classical	thing,	that	was	a	really	important	part	of	it.	We	were	each	other’s	audience.	We	went	to	everybody’s	shows	(inaudible).	So	it’s	been	interesting	in	Winchester,	what	we’ve	noticed	is	that	the	audience	that	has	been	building,	that’s	not	student	connected,	tends	to	be	an	older	audience,	people	in	their	60s	and	70s	who’ve	retired,	and	educated	and	curious.	Those	are	the	people,	and	they’re	bringing	their	friends.	It’s	not	at	all	what	I	would	have	expected	when	we	started	it,	but	it’s	been	interesting	to	watch.	Did	that	answer	your…?		K:	Yeah,	most	definitely.	I	mean,	I’d	love	to	keep	going	on	all	of	these	topics,	but	I	should	try	and…	But	that	was	an	excellent	answer.	What	are	the	major	influences,	and	I	guess	this	one’s	more	for	David,	what	are	the	major	influences	on	the	music	you	write?		D:	That’s	a	really	difficult	question.			K:	I’ll	add	a	bit	more.	That	may	include:	musical	genres	or	movements,	other	artists	and	composers,	other	musical	or	artistic	works,	or	works	from	other	disciplines,	like	dance,	science	or	philosophy.	Maybe	that’s	just	made	it	even	more…		D:	Yeah,	totally,	that	made	it	harder	(laughs).	I	mean	it’s	kind	of	all	of	the	above.	I	think	for	my	work,	which	is,	especially	in	the	sort	of,	I	mean	now	it’s	still	eclectic	work,	I	think	it’s	maybe	less	explicitly	eclectic	than	it	was	five,	six	years	ago.	Maybe	let’s	go	historically,	so	I’m	going	to	name	some	names	in	order	of	excitement.	So	like,	Webern,	Schoenberg,	Berg,	Xenakis…	like,	Einstein	on	the	Beach,	Tehillim	—	Steve	Reich,	Minimalist	stuff.	Energetic	works:	Drumming.	Megadeth,	Napalm	Death,	Slayer,	Public	Enemy,	David	Allen	Coe,	Willy	Nelson.	Utah	Philips,	Artie	DeFranco,	Karl	Marx	(laughs).	J.M.W.	Turner,	the	visual	arts.	Beautou,	I’m	kind	of	getting	obsessed	with	Beautou.	A	lot	of	film,	I	watch	a	lot	of	film,	and	sort	of	think	of	it	as	studying,	in	terms	of	doing	dramatic	stuff.	Nine	Inch	Nails,	The	Cure,	both	of	those	are	really	big.	Sun,	Goatsnake…		E:	Fife	and	drum	music.		D:	Fife	and	drum	music.	Musical	theatre,	like	the	classics,	Rogers	and	Hammerstein.	Eileen	Mack	(laughs).	And	then	also,	like	the	people,	the	sort	of	pieces	like	Missy’s,	and	Anna	Klein’s,	and	Judd’s,	and	Alex	Mincek,	Ted	Hearn.	These	are	people	who	I’m	always	trying	to	keep	up	on	what	they’re	doing.	Daniel	Wohl’s	piece	I	think	is	awesome.	I	sort	of	feel	like	you	can	learn	something	and	be	inspired	by	anything,	by	some	part	of	anything.	So	I	don’t	look	it,	it’s	not	like	
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I	went	“I	love	metal”,	it	like,	I	love	this	part	of	metal.	There’s	some	aspects	in	that	genre	that	I	can’t	stand.	Like	if	it’s	dealing	with	dragons	and	wizards	in	the	metal	genre,	I	kind	of	can’t	deal	with	it.		K:	Yeah	(laughs).		D:	But	if	it’s	dealing	with,	sort	of	comic	book,	conspiracy	theory	stuff,	like	the	Megadeth,	then	it’s	like,	yeah,	okay,	that’s	wicked.	So	I	don’t	know,	some	country	music	is	amazing,	some	country	music	I	can’t	stand.	So	kind	of	everything,	I	try	to	just	listen…		K:	Yeah,	that’s	perfect.	And	just	on	the	metal	note,	it’s	funny,	with	Nonsemble,	some	of	our	show,	the	sort	of	more	“pub	giggy”	ones	we’ve	done,	have	been	supporting	some	pretty	hard,	almost	metal	stuff.	We	did	a	couple	of	them,	the	first	one	we	were	like,	why	were	we	programmed	like	this?	Because	people	in	like,	the	really	big	band,	which	is	like	really	heavy,	almost	metal,	are	like	“yeah	we	love	your	stuff,	come	and	play	with	us”.	So	we	were	really	excited,	and	like	“of	course	we’ll	come”,	and	hopefully	we’ll	find	some	people	here,	maybe	one	person	will	like	it.	And	all	these	people,	like	massive	metal-heads,	we	like	“yeah,	I	totally	get	it,	it’s	totally	prog”.		D:	Prog	and	metal,	the	intersection	there,	it’s	a	real	thing.		E:	And	a	lot	of	people,	I	feel	like	are	fertile	ground	for	new	music.		D:	Prog	people,	yeah,	like	do	you	know	Andrew	McKenna	Lee’s	group	The	Knells?	He’s	a	guitarist	here	in	New	York,	and	he’s	like	“it’s	a	prog	record”.	That’s	awesome.	It’s	really	good,	you	know.	And	that’s	like	his	thing,	you	know.	I	love	the	prog…	like	some	of	those	early	Mahavishnu	records	are	like	the	greatest	ever.		K:	Sweet.		(Pause	in	interview	as	Kieran	discusses	ethical	clearance)		K:	The	next	one	should	be	sort	of	quick.	It’s	sort	of	a…	list	of	things	I	got	out	of	a	book,	that	I	did	my,	sort	of…	research	on	towards	doing	the	interviews.	So	it	doesn’t	sound	like	I	wrote	them	because	I	didn’t.	But	how	strongly	would	you	identify	your	philosophy	or	musical	output	with	the	following	points.	And	there’s	six.	So	“a”,	“challenging	barriers	between	high	and	low	styles”?		D:	So,	sorry,	we’re	rating	these?		K:	Yeah.		D:	Like,	on	a	scale,	or…		K:	Or	just…		D:	Or	say	yes	or	no?		K:	Yes	or	no.	Whatever.		D:	Sorry,	so	what	was	the	first	one?		
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K:	“Challenging	barriers	between	high	and	low	styles.”	How	strongly	would	you	identify	with	that?		D:	I	identify	with	that	pretty	strongly.		E:	I	don’t	think	high	and	low	is…	it’s	a	very	hierarchical	way	of	putting	it.		D:	Yeah,	yeah.		E:	From	a	radical	perspective.			D:	It’s	definitely…	yes.		K:	Yeah,	Missy	had	a…	big	conversation	about	that	question	as	well.	She	said	the	same	thing.		E:	Yes,	feminist	sister!	(All	laugh)		K:	I	think	so	too,	and	the	book	was	written	by	a	guy,	so…	maybe	that’s	something	to	think	about?		E:	You	mean	that	dividing	the	art	between	the…	ruling	class,	or	the	privileged	class,	and	the	others?	So	yes,	then	it	would	be	a	good	thing.		K:	Okay.	“b”,	“questioning	–		E:	(laughs)	sorry.	Like	“burn	it	down!”	(All	laugh).		K:	“Questioning	the	mutual	exclusivity	of	elitist	and	populist	values”?		E:	I	mean	that’s…	they’re	really	problematic	concepts.		D:	So	elitist	and	populist?		K:	Yeah,	so	“questioning	the	mutual	exclusivity”.		E:	If	you	Venn	diagram	it.	You’re	going	to	have	“rich	people”	and	“a	lot	of	people”?	I	mean	there’s	not…	I	don’t	know.		D:	Yeah,	that’s	a	really	complicated	thing.	It	makes	me	think	of	the	‘30s.	And	the	sort	of	movement,	at	least	in	the	US,	coming	out	of	the	American	communist	party	to	write…	for	composers,	people	like	Aaron	Copland	and	Charles	Seeger,	to	write	“the	people’s	music,”	you	know,	the	composer’s	collective,	it’s	this	organization	that	tried	to	write	sort	of	mass	songs,	and	generally	failed	miserably.	Almost	entirely,	I	mean	they	cite	“The	Cradle	Will	Rock”	as	the	one	success	of	that	movement.	So	it’s	super	fraught	–		E:	I	think	it’s	really	difficult,	because	I	think	new	music	is	like,	pretty…	practitioners	of	it	are	pretty	middle	class.	And	perhaps	heading	into	the	upper	middle	class.	So	it	feels	like…	obviously	it’s	not	popular.	(To	David)	I	mean	there,	what	was	it,	that	record	store	that	used	to	have	the	“non-popular	section”?		D:	Which	record	store?		E:	The	one	down	in	the	village.	
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	D:	Other	Music?		E:	Other	Music,	yeah.	Had	the	“non-popular	section”.	Probably	still	do.	It’s	not	popular,	but	popular	and	populist,	you’re	applying	different	things.		D:	Well	elitism	is	such	a	complicated	thing,	I	mean	you	can	read	Pitchfork	and	get	a	sense	of	elitism.		E:	Well,	I	mean	lots	of	every	little	group	can	have	it’s	elitism.	I	think	in	the	age	of	Tumblr…		K:	Sweet.	Yeah,	these	are	from	a	list	of…	a	guy	who	a	lot	of	people	reference	when	talking	about	postmodernist	music.	Which	was	another	aspect	I	was	going	to,	to	try	and	sort	of,	not	label,	but	you	know,	use	as	a	waypoint	for	this	kind	of	music.	But	a	lot	of	the	people	I’ve	been	talking	to	don’t	really	go	for	the	way	he’s	worded	things,	which	has	been	really	interesting	for	me.		D:	What	was	the	book	from?	Do	you	remember	at	all?		K:	Uh…	Lawrence	Kramer.	I’ve	got	it	written	down	yeah.		D:	It’s	hard	when	you	get	into	like,	the	academic	–		E:	Populist	is	really	difficult,	I	mean	in	the	internet	age	it’s	like,	what	is	populist?		D:	What	does	that	mean,	does	it	mean	you	desire	popularity?	Is	it…	yeah	it	could	mean	something	that…	I	don’t	know.		E:	Yeah,	I	think,	I	know	what	he	means,	and	it’s	kind	of	condescending.		K:	Yes.	Well,	the	next	one	is,	“considering	your	music	not	as	autonomous,	but	relevant	to	cultural,	social	and	political	contexts.”		E:	Yeah.		D:	Sorry,	say	that	again?		K:	“Considering	your	music	not	as	autonomous,	but	relevant	to	cultural,	social	and	political	contexts.”		D:	The	idea	of	autonomy	(takes	deep	breath).	It’s	a	kind	of	crazy	thing…		K:	Sorry,	it’s	a	bit	late	for	this	kind	of	academic	speak.		E:	(Laughs)	I	mean	we’re	all	products	of	our	time	and	culture.		D:	Yeah,	and	to	think	auton	–	sorry.		E:	Yeah,	it	would	be	very	sort	of	19th	century	to	kind	of	try	and	claim	otherwise.		D:	Well	I	think	the	idea	of	autonomy	is,	like	speaking	from	a,	I	mean	it	feels	kind	of	like…		
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E:	David,	there	is	no	objective	reality,	so…	(laughs)		D:	I	mean	it	feels	like	that	is	connected	to	a	certain	era	of	musical	discourse,	that	is	no	longer…	I	mean	I	don’t	feel	connected	to	that,	in	whatever,	personally.	To	that	era,	to	that	style.	I	feel	like	composers	who	would	value	the	autonomy	of	their	work,	that	connects	to	modernism	in	a	very	specific	way	in	my	experience.	Which	doesn’t	resonate	with	me.	So	it’s	hard	to,	I	guess,	is	the	answer	no?	Is	the	answer	yes?	I	don’t	know.		K:	I	think	that’s	a	perfectly	good	answer	by	itself,	and	I’m	sorry	to	keep	trying	to	push	along	–		D:	No,	no,	that	fine.		K:	I	just	don’t	want	to	take	up	hours	of	your	time.	“Including	quotations	of,	or	references	to	music	of	many	different	traditions	and	cultures.”		D:	I	mean	that’s	something	that	I’ve	done,	and	I	tend	to	do,	as	part	of	the	sort	of	DNA.	I	think…	if	we	could	clarify	“quotation”?		K:	Yeah,	are	we	talking	like	a	Berio	quotation,	or…	D:	Yeah.	I	mean	I	definitely	think	this	sort	of	stuff	is	in	the	DNA	of	what	I	do.		K:	I	think	that’s	what	I	took	it	to	mean.		D:	Yeah,	so	it’s	not	necessarily	in	the	sort	of,	like,	(inaudible),	Berio	postmodern	thing.	And	I	often	will	make	quotations	that	I	have	no	intention	of	anyone	ever	catching.	They’re	just	for	my	enjoyment.		K:	Yeah.	I	really	like	that.	When	composers	do	that.		D:	Yeah,	it’s	fun.	It’s	a	sort	of,	like,	Lyric	Suite	thing.	It’s	the	lyrics	(inaudible)	–		K:	Sorry,	I	don’t	mean	to	interrupt.	The	final	one	is	“embracing	pluralism	and	eclecticism.”		E:	Yeah?		D:	I	like	that.	Sure.		D:	(To	Eileen)	but	you	didn’t	get	to	answer	the	last	one.		K:	Oh,	I’m	very	sorry.		E:	That’s,	I	mean,	yeah.		D:	Well	you	did	answer	it.		E:	Did	I?	I	mean	I	feel	like	as	a	performer	I	can	be…	familiar	with	lots	of	different	styles,	just	in	case,	when	I	knew	composers	can	reference	them.	So	that	I	can	make	decisions	that	make	sense.	And	not	just	play	it	all	like	Mozart.		D:	Right.		
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K:	Great.	How	has	current	technology	influenced	you	current	musical	taste	and	output?	I	can	give	examples	if	you	would	prefer,	or	you	can	just…		E:	I	mean,	you	write	in	Sibelius.		D:	Yeah,	I	mean	I	write	and	use	Sibelius	or	Ableton.		K:	I’m	really	interested	by	that,	by	the	way,	because	I	don’t	make…	I’ve	never	composed	really,	but	that’s	something	that	I	find	really	fascinating,	about	how,	you	know,	writing	digitally	will	affect…		D:	Yeah.	Yeah,	that’s	sort	of	what	Chris’s	thesis	was	sort	of	about.	Using	the	studio	as	a	sort	of…	the	different	media.	Yeah,	I	think	it’s,	just	thinking	about	some	of	the	artists	I	named	earlier,	Nine	Inch	Nails	being	one	of	them,	I	think	is	a	huge	influence	on	me.	And,	you	know,	there	are	few	artists	that	I	have	everything	from.	And	they	are	one	of	them.	And	also,	I	think	the	recorded,	the	studio,	you	know,	and	the	sound	of	instruments	through	the	studio	process,	I	think	for	me	one	of	the	reasons	that	Newspeak	came	about.	From	an	aesthetic	perspective,	is	that	I,	you	know,	I’m	a	drummer.	And	every	time	I	heard	drums	in	classical	music,	they’d	sound	totally	stupid.	They	were	in	an	acoustic	context,	in	a	concert	hall,	and	that’s	not	where	those	instruments	make	the	sound	that	I	knew	from	the	recordings	I	had	listened	to	growing	up.	So,	how	do	you	create	a	situation	where	those,	that	instrument	can	be	played	the	way	it’s	quote-unquote	supposed	to	be	played,	to	sound	the	way	it’s	quote-unquote	supposed	to	sound.	And	it	means	you	amplify	everything.	And	you	don’t	put	it	in	a	concert	hall.	So,	for	me	a	lot	of	that	side	of	Newspeak	stuff,	the	approach	came	from	a	desire	to	have	that	sound.	And	also	with	writing	for	the	voice,	a	lot	of	early	stuff,	Dog	Days	and	Soldier	Songs	are	amplified	voices.	So	that	you	have	the	full	range	available	to	you,	you	can	whisper,	you	can	scream	or	whatever.	You’re	not	relying	on	the	sort	of	bel-canto	projection	thing.		K:	How	about	you	Eileen,	how	would	you	say	that	current	technology	influenced	your	musical	taste	and	output?		E:	I	mean	taste	was,	you	know	you	can	just	find	anything	and	listen	to	it	now,	so	it’s	definitely	made	it	easier	to	be	a	really	eclectic	listener.	And	I’d	say	I	haven’t	used	it	for	a	while,	but	I	found	lots	of	interesting	shit	through	Pandora,	so	I	like	plugging	in	a	couple	of	interesting	artists,	and	seeing	what	will	come	up.	I	mean	performance-wise,	I	do	work	a	lot	with	amplification,	and	I	wouldn’t	say	that	it’s	changed…	essentially	how	to	play,	but	I	had	to	learn	how	to	play	with	amplification	as	an	extra	skill,	something	that	you	obviously	don’t	really	learn	at	a	conservatory.		K:	It’s	heard,	yeah.		E:	And	most	of	your	teachers	are	either	scared	of	it,	or	actually	be	against	it,	so	you	kind	of	learn.	But	I	do	things	like,	I	know	if	I’m	going	to	play	something	really	high	or	loud,	suddenly	I’ll	back	off	the	microphone,	and	if	it’s	something	that	isn’t	going	to	carry,	I’ll	get	closer.	And	you	know,	how	to	troubleshoot	and	stuff.		K:	Yeah,	just	on	that	amplification	thing.	That	was	one	of	the	biggest	things	for	me	when	I	started	doing	more	new	music,	and	playing	with	Nonsemble	and	stuff.	It’s	funny,	because	now	that	I’m	organizing	my	concert	series,	and	I	had	to	take	a	couple	of	classical-only	quartets	who	were	playing	in	a	show	I	put	on	a	few	weeks	ago,	and	I	remember	the	sound	check,	and	I	remember	myself	being	in	their	shoes	a	few	years	ago,	and	just	having	to	say	things	like	“we	can’t	play	through	the	whole	thing	now”,	“just	do	these	bits	for	these	reasons”,	“it	sounds	
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funny	on	the	stage	but	so	long	as	you	can	just	hear	yourself	it	sounds	great	out	the	front”.	Yeah.	It’s	something	I	think	should	be…	I	don’t	know.	Would	have	been	useful	for	me	to	have	a	bit	–		E:	Yeah.		K:	I’m	very	lucky	that	I	did	when	I	did,	I	think.		E:	Yeah,	even	the	basic	“where	do	you	put	the	microphone	on	your	instrument”.		K:	Yes.		D:	That’s	all.	I	mean	with	Newspeak,	so	much	of	it	is	I	think	learning	how	to	interpret	what	you	are	hearing,	because	it’s	not	clear.		K:	No.		D:	You	know,	you’re	hearing	this	sort	of	noisy,	muddy	chaos,	and	you	need	to	know	–		E:	And	then	if	you	work	with	performers	who	want	it	to	sound…	they	want	to	make	their	monitor	make	them	feel	like	it’s	a	beautiful	acoustic	space.	You	know,	at	which	point	everything	gets	so	flooded	by	sound	that	you’re	in	chaos.		K:	As	just	a	purely	performer’s	point	of	view,	being	trained	in	a	classical	point	of	view,	that	is	the	best	thing	about	concert	halls.	So	I	can	hear	myself.	But	yeah,	I’ll	keep	going.	How	important	are	modern	technological	–	you’ve	already	answered	that.	I	may	as	well	go	through	in	case	there’s	anything	you’ve	missed	though.	How	important	are	modern	technological	aspects,	such	as	amplification,	effects	and	pre-recorded	accompaniment	to	your	composition.	Just	in	case	there’s	something	you	think	you	may	have	missed.		D:	Yeah,	very	important.	I	mean	not	everything	I	do	is	amplified,	and	a	lot	of	things	I	do	don’t	have	track.	Well,	is	that	true?	A	lot,	actually	a	lot	of	things	they	do	have	track.	But	not	everything,	it’s	not	like	every	piece	is	amplified	and	with	track.	And	even	this	piece	I’m	writing	now	with	the	JFK,	my	goal	is	a	totally	acoustic	piece.	And	my	goal	is	to	re-create	sounds	that	I	discovered	by	working	with	amplified	ensembles.	So	looking	at	different	timbral	possibilities,	to	make	the	orchestra	sound,	make	the	sounds	that	I	really	like.		K:	Awesome,	that	sounds	cool.		D:	You	know,	we’ll	see	if	I	can	do	it.	I’m	just	starting,	but	that’s	the	goal.	So	yeah,	kind	of	important.		E:	Well	obviously	in	Victoire,	we	have	two	synths,	and	electronics	a	lot	of	the	time.	Newspeak	is	fully	amplified.	I	mean	the	Daniel	Wohl	piece	has	track	and	click	constantly.	And	video.	So	yeah,	it’s	pretty	important.		D:	And	all	of	the,	like	Soldier	Songs	or	Dog	Days,	I’ll	have	a	sound	design	component	as	well.	So	there	are	sound	files	that	are	being	triggered.	Sometimes	from	inside	of	the	band,	and	sometimes	by	the	sound	person.		K:	Yeah,	that’s	something	I	find	fascinating.	I’ve	got	a	friend	who’s	a	really	good,	sort	of	sound	designer	as	well	as	composer,	I	think	that’s	a	thing	that	gets	done	a	lot	these	days	as	well.	But	
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yeah,	I’m	just	trying	to	pressure	him	to	write	me	a	piece	for	viola,	and	them	him	doing	sound	design	at	the	same	time.	And	yeah,	just	on	the	topic	of	what	you	were	saying	about	trying	to	get	the	orchestra	to	make	the	sounds,	there’s	this	one	section	of	a	piece	that	Chris	wrote,	where	he’s	trying	to	emulate	side-chain	compression.		D:	Yeah,	yeah!	That’s	really	cool.		K:	It	is.	I	don’t	know,	as	a	performer,	I	felt	like	it	was	such	a	cool	ideal,	and	I	hope	he	tries	it	again,	because	I	feel	like	when	I	was	recording	it	I	was	just	like	“whoa”,	like	this	is	so	much	harder	to	do	when	I	don’t	have	a	side-chain	on	me.	But	I	think	it	was	a	cool	idea.	Okay,	last	one	in	this	section.	Yeah,	what	are	your	thoughts	on	the	term	indie	classical?	You’ve	pretty	much	already	said	that.			D:	I	mean	I,	what	I’ve	always	thought	about	that	is	I	like	the	term,	just	as	long	as	it	describes	how	we’re	doing	what	we’re	doing,	and	not	what	it	sounds	like.	Because	that	to	me	is	what	it	was.	It	was	about	a	process,	it	was	an	action,	a	time.	And	people	in	that	time.	And	I	think	it’s	become	like	there	is	a	sound	that	is	associated,	which	is	never	what	it	was.	That’s	my	take.		E:	I	mean,	I	don’t	mind,	if	it	was	a	useful	handle	for	us	to	get	gigs	for	our	projects.	If	it	communicates	something	to	people	who	need	a	label,	then…	you	know.	I	don’t	have	a	problem.		D:	(Inaudible)		K:	Well	I	think	about	it	in	the	same	sort	of	way.	I	mean	I	actually	never	really	thought	about	the	problems	that	could	have	been	associated	with	it	before	I	started	this	masters.	And	was	like,	“I	love	all	of	this	music,	a	lot	of	people	call	it	indie	classical,	let’s	say	I’m	studying	indie	classical	music.”	And	then	I	realized	a	lot	of	composers	didn’t	call	themselves	indie	classical,	and	there’s	so	many	problems	with	calling	it	indie	classical.		D:	But	you	know,	Steve	Reich	didn’t	call	himself	minimalist.	That’s	the	same	kind	of	thing.		K:	That’s	another	thing	I	mean.	I’m	chatting	a	lot	about	that	in	my	research	now,	it’s	just	the	whole	concept	of	labels	and	stuff.	But	yeah,	just	going	back	to	what	you	were	saying,	that’s	another	one	of	the	big	things	that	I	have,	like	indie	classical	is	a	genre	and	an	ethos,	that	was	one	of	the	things	I	started	talking	about	a	lot.	So	it’s	good	to	hear	you	sort	of	saying	the	same	thing	as	well.			(Short	pause	in	interview)		Kieran:	Hopefully	you	don’t	glue	your	cat’s	teeth	together.	Okay,	so	this	section	is	more	on	performance	and	event	organisation,	so	it’s	tended	to	be	a	little	quicker.	So	first	question,	I	guess	more	for	David:	How	can	the	performer	of	your	music	most	effectively	present	your	work?		Eileen:	That’s	not	a	question	for	a	composer.		David:	(Laughs).		K:	Well,	feel	free	to	answer!	I	don’t	know	why	that	would	be	for	David	when	you	play	a	lot	of...			E:	Yeah,	that’s	my	job!	
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David:	Hold	on,	I’m	thinking.	I	feel	like	when	I’m	working	with	a	performer,	what	I	hope	they’ll	bring	to	it	is	preparation,	care	for	the	work,	but	also	perspective	on	the	work.	I	think	I’ve	become	more	like	this	over	the	years,	but	I	like	discussions	about	the	piece	and	hearing	people	take	different	approaches	to	the	same	work	rather	than	a	sort	of	robot	and	recreating	the	thing,	I	like	to	hear	different	versions.	(To	Eileen)	Is	that	true?			E:	Yeah.		D:	You	have	played	a	lot	of	my	work,	am	I	like	that?			K:	As	a	performer,	that’s	why	I’m	now	asking	this	question	as	a	big	part	of	my	research,	and	part	of	my	recital	is	how	do	I	effectively	present	this	music,	how	would	you	say	(To	Eileen)?		E:	I	would	say	that	there’s	a	difference	between	players	that	come	out	of	conservatories	that	always	play	in	the	really	classically	correct	way.	That’s	probably	how	you	would	like	them	to	play	in	an	orchestra	or	something,	but	I	think	that	a	lot	of	the	composers	that	I	work	with	if	you	played	their	music	in	that	way,	you	would	really	be	missing	a	lot.	You	have	to	bring	some	different	rhythmical	ideas	and	feels,	and	be	open	to	experimenting	with	different	sounds.	Not	even	just	within	extended	techniques,	but	can	you	make	this	sound	more	bluesy	or	jazzy	or	maybe	a	dirtier	sound,	or	even	just	a	more	piercing	sound	sometimes.	So	I	think	as	a	performer,	being	open	to	all	of	that	rather	than	wanting	to	stay	sounding	like	a	good	clarinettist	all	the	time.			D:	It’s	a	bit	of	different	performance	practice	in	a	way,	it	has	an	eclecticism	to	it.	The	guitarists	are	like	that	a	lot,	there’s	such	a	vocabulary	of	recordings.	For	example,	“Oh,	this	is	like	this	Jimi	Hendrix	sound”.	And	the	guitarist	will	know	exactly	how	to	approach	that.	Drums	and	guitar	are	interesting	like	that,	because	they	don’t	have	the	same	classical	version	of	them,	so	you	have	to	kind	of	work	with	the	player	to	find	-	when	people	write	music	for	the	drums,	they	usually	tell	them	to	write	as	specifically	as	they	can,	what	they	think	they	want	the	drums	to	do	and	say	what	it’s	referencing.	But	then	also	assume	that	it’s	not	going	to	be	exactly	that	because	of,	I	think,	unless	you’re	a	drummer	actually	notating	what	a	drummer	will	play	is	very	unlikely.	You’re	going	to	be	playing	all	these	ghost	notes,	so	it’s	sort	of	like,	don’t	worry	about	it.	I	think	of	drumming	as	a	sort	of	an	aural	tradition	in	how	it	relates	to	classical	music.		K:	On	the	topic	of	drumming,	I	find	it	really	fascinating	-	one	of	the	things	that	I’m	actually	most	passionate	about	with	Nonsemble	and	Chris’s	music	is	why	I	really	enjoyed	hearing	a	lot	of	Newspeak,	was	because	the	drums	work.	I	could	never	quite	put	my	finger	on	why,	even	when	we’ve	had	commissioned	written	for	Nonsemble	and	the	drums	are	a	separate	entity,	even	though	it’s	written	for	string	quartet,	piano,	guitar,	and	then	also	drums.	It’s	so	hard	but	I	feel	like	when	Chris	writes	his	music,	it’s	all	together	and	it’s	a	lot	what	you’re	talking	about	as	well.			D:	Is	he	a	drummer	or	a	guitarist?			K:	Chris	is	a	guitarist	but	comes	from	a	math	rock	background	and	was	from	quite	a	big	math	rock	band	before	he	started	writing	in	a	more	classical	way.	He	wanted	to	notate	things,	but	didn’t	have	the	opportunity	to	do	it	earlier	on.			E:	It’s	the	concept	where	there’s	a	rhythm	section	and	not	just	the	drums?	Making	rhythm	on	top	of	everything,	you	know	where	they’re	driving	a	piece.		D:	Is	that	in	Newspeak?		
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E:	I	mean	in	general,	when	it	works.			K:	On	the	topic	of	effectively	presenting	your	work,	are	there	desirable	aspects	in	the	player’s	interpretation	or	technical	realisation	of	your	music	during	performance?			D:	I	feel	like	I	tend	to	work	from	an	emotionally	driven	place,	and	I	think	that’s	one	of	the	reasons	I	ended	up	doing	so	much	opera.	But	even	in	pieces	that	aren’t	opera,	there	is	some	sort	of	a	desire	for	expression	or	catharsis	of	something.	I	think	usually	when	the	performer	and	I	are	on	the	same	page	with	that	then	it’s	great.	Depending	on	the	piece,	I	don’t	mind	if	players	get	broadly	interpretative	as	long	as	it’s	within	the	intent.	The	librettist	I	work	with	says	that	he	looks	at	his	job	as	being	the	person	who	excites	the	composer’s	imagination,	and	you	could	almost	look	at	being	a	composer	having	the	same	relationship	to	a	performer.	Our	job	is	to	give	a	specific	blueprint	for	a	great	performance,	but	that	should	inspire	the	performer	to	be	expressive	and	inventive,	and	to	be	themselves.			K:	Do	you	have	anything	that	you’d	add,	Eileen?		E:	I	think	we	talked	about	it	a	lot	in	the	last	question.			K:	Super.	Are	there	aspects	that	should	be	avoided?		D:	Well,	don’t	be	mean.	I	think	that’s	a	good	general	rule.	Avoided,	hmm.			E:	Don’t	not	be	able	to	count.	D:	Yeah,	counting	is	important.	But	I	almost	feel	if	there’s	a	performer	who,	for	whatever	reason,	can’t	do	it	-	personally	I	would	prefer	that	person	just	sort	of	to	accept	that	this	piece	is	not	for	me,	and	to	get	a	sub	in.	I’ve	had	a	couple	of	experiences,	not	many,	where	someone	just	wasn’t	cutting	it.			E:	I’m	just	thinking	of	the	guitarist	at	a	middle	American	university	that	we	visited	once.		D:	You	encounter	people	who…	I	mean	you’re	just	not	playing	it.	And	you	must	know	that	you’re	not	playing	it.	I’m	thinking	of	a	show	I	saw	where	there	was	a	player	who	was	very	clearly	faking	everything,	and	you	had	to	perform	with	that	person,	and	it	was	very	frustrating	-	I’m	trying	to	be	as	vague	as	I	can.			E:	I	think	not	being	able	to	count	is	really	bad.			D:	Also,	respect	the	project	enough,	that	if	you’re	not	able	to	commit	to	it,	just	don’t	do	it.	You	don’t	want	to	“hopefully	pull	it	off”,	because	it	doesn’t	do	anyone	any	good	and	that	person	won’t	get	hired	again,	and	everyone	involved	will	be	bummed.			K:	Sweet.	Are	there	general	stylistic	conventions	that	you	would	like	followed	in	the	performance	of	your	work?	For	example:	other	romantic,	classical,	baroque,	jazz,	rock,	or	other	performance	conventions	that	you	find	desirable	in	performance.		D:	Yes.	All	of	the	above,	in	a	way.	The	trick	is	though,	it	changes	-	I	mean,	how	do	you	know	when	to	make	something	bluesy	or	more	metal.			E:	I	think	hopefully	you	have	enough	experience	to	identify	when	something	is	reminding	you	of	something	else,	and	then	you	would	apply	your	understanding	of	that	style	to	that	section.	And	if	the	composer	hates	it,	then	do	it	differently.	I’m	lucky	in	that	I’m	usually	working	
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closely	enough	with	the	composer	that	they	will	be	very	direct	and	there	will	be	no	confusion	about	whether	it	is	the	right	thing	to	do	or	not.	Having	worked	with	composers	over	a	long	period	of	time,	you	really	get	the	feeling	of	what	to	do	when	you	get	to	those	sections.		K:	Sweet,	good	answer.	What	other	factors	would	you	consider	to	contribute	to	an	effective	live	performance	of	your	music,	and	how	so?	Aside	from	performance.		D:	Good	sound	and	having	a	sound	person	who	gets	it.	We’ve	had	a	lot	of	different	experiences	with	a	lot	of	different	sound	people,	and	the	one	that	I	try	to	hire	all	the	time	for	the	operas	-	I	do	that	because	he	gets	it,	and	he	comes	from	a	metal	background,	but	has	remarkable	ears	and	understands	that	it’s	not	a	metal	show.	It’s	much	more	subtle	than	that	would	be	in	terms	of	mic-ing	needs.	He	knows	when	he	can	push	things	-	in	the	reviews	for	Dog	Days,	Garth	got	a	shout	out	from	a	critic	in	the	New	York	Times	for	just	pushing	the	boundaries	I	guess.	He	was	almost	another	member	of	the	ensemble	in	that	show.			K:	I	totally	get	that.	Is	there	anything	you’d	like	to	add?			E:	No,	I	mean	good	sound.	If	we	can	see	our	music	it’s	always	good.		K:	I	just	for	the	last	show	spent	$200	on	little	sconces.			E:	Yeah	we	have	those	little	ones	with	two	ears.			D:	Someone	who	would	also	be	sensitive	to	what	the	performers	need	as	well	as	how	it	sounds	in	the	house.			K:	I	feel	like	it’s	niche,	like	if	I	lost	a	finger	or	something	it	would	be	something	I	could	look	into.	How	does	the	choice	and	set	up	of	venue	contribute	to	an	effective	performance	of	your	music?			E:	Well	if	you	put	the	speakers	behind	the	microphone	-		K:	(Laughs)	Is	this	in	reference	to	something?			E:	We	had	one	really	early	Newspeak	concert	where	one	of	the	other	composers	was	setting	up	the	stage,	and	I	said	“don’t	put	the	speakers	there,	they’re	behind	the	microphones,	it’s	going	to	feedback”.	It	ended	up	feeding	back.	Obviously	the	venue	contributes	to	whether	the	sound	is	able	to	be	good.	A	nice	unamplified	acoustic	venue	can	be	nice	too.		D:	I	think	if	you’re	dealing	with	a	space	that	has	a	bar,	that	kind	of	opens	up	potential	issues	if	you’re	doing	very	quiet	music.	I	was	running	the	Mata	Festival	and,	at	the	time,	we	were	doing	shows	at	LPR.	We	tried	to	put	on	this	very	quiet	solo	cello	piece,	and	you	just	couldn’t	hear	it	at	all	over	the	drinks	being	made	and	that	was	a	real	problem	for	that	particular	festival.	It	was	basically	saying,	that	if	we	want	to	stay	at	this	space	-	as	great	as	it	is	-	we	won’t	be	able	to	program	with	complete	openness.		E:	I	just	remembered	an	amazing	anecdote	but	I	don’t	know	if	it’s	appropriate	for	recording.			D:	Okay,	maybe	after.	But	we	ended	up	going	to	a	space,	we	moved	to	Rolette	in	Brooklyn,	but	now	the	bar	is	in	the	lobby.		
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K:	Awesome.	What	would	be	an	ideal	venue	and	set	up	for	your	music?	It	might	also	change	with	your	different	pieces?		D:	Yeah,	I	mean	that’s	definitely…	I	think,	for	me,	clarity	is	something	I’m	often	very	interested	in	and	if	there’s	a	space	that	can	be	well-tuned	to	the	sound	system	and	be	really	clean,	that	would	be	amazing.	That’s	the	thing	I	often	find,	when	we’re	doing	sound	checks,	especially	with	the	operas,	we’re	often	fighting	the	room,	though	part	of	that	is	the	sound	system	that	doesn’t	fit	the	space.	But	yeah,	that	would	be	ideal.		K:	What	about	you,	Eileen?	Especially	considering	the	pieces	you	play.		E:	As	long	as	there	is	good	sound,	I’m	good.	Temperature	and	lighting…	all	pretty	basic.	A	green	room	is	always	nice,	really	sick	of	playing	places	that	don’t	have	green	rooms.	As	long	as	there’s	an	audience	and	we	can	do	our	best	work,	it	doesn’t	really	matter.			D:	From	a	composer’s	perspective,	or	a	presenter’s	perspective,	I	feel	like	the	job	of	both	is	to	enable	the	performers	to	do	their	best	work.	When	you	are	working	against	that,	that’s	when	things	get	unpleasant	or	when	people	are	unhappy.	If	you’re	a	venue	-	the	old	Galapagos,	for	example	-	we	tried	playing	a	very	quiet	piece	there,	but	the	room	next	door	to	us	was	having	a	dance	party	and	we’re	playing	this	really	quiet	piece…	I	mean,	what	do	you	do?	So	we	were	really	frustrated	by	that	experience,	as	a	band.	I	try	to	tell	my	students	that	performers	work	very,	very	hard	to	do	what	they	do,	and	you	need	to	help	them	do	that	as	much	as	you	can,	without	changing	what	you	want	to	do.	Find	the	most	diplomatic	way.			K:	Okay	we’re	a	little	bit	over	halfway	through.	How	important	are	the	following	event	organisation	aspects	for	an	ideal	performance	of	your	music:	curation,	promotion	and	marketing,	facilitation	/	running	of	the	concert?		D:	I	feel	that	they	are	all	pretty	important,	in	different	ways.	If	I	had	one	piece	on	a	concert,	for	example,	or	if	you’re	doing	one	part	of	an	event	you	want	it	to	make	sense.	Obviously,	promotion	and	marketing	you	want	to	have	people	there.	You	want	it	to	run	smoothly,	you	need	like	a	“show-runner”	to	keep	things	going.	That	makes	a	big	difference	actually.	Facilitation	is	huge	I	think,	actually.	We	were	talking	about	something	recently	but	we	probably	can’t	say	on	the	recording.	If	you	have	a	show,	and	you	have	someone	who	is	running	it	efficiently,	even	if	it	is	not	totally	on	time.	The	Bang	on	a	Can	Marathon	is	astounding	in	how	great	it	feels,	from	a	facilitation	perspective.	You	know	the	crew	will	be	there	and	they’re	going	to	be	on	top	of	it,	and	the	stage	manager	is	awesome.	For	“Dog	Days”	we	had	a	stage	manager	called	Lindsay,	and	you	felt	very	safe	and	like	you’re	taken	care	of.			E:	If	you	don’t	have	to	worry	about	someone	coming	to	get	you	when	it’s	your	time	to	go	on,	it’s	much	better.	Otherwise,	you’re	just	checking	and	–			K:	Yeah,	like	do	I	have	time	to	warm	up,	etc		E:	You	can	just	chill	out	and	have	more	energy	to	perform	with.		K:	Sweet.	How	important	is	modern	technology	and	production	techniques	to	a	performance	of	your	music?	For	example:	amplification,	projected	visuals,	lighting	and	other	stage	production.			E:	Sound,	I	think	we’ve	covered,	it’s	really	important.	It	can	really	make	a	shitty	show,	it	can	make	a	mediocre	show	-	or	you	could	have	a	really	great	shows	where	you	didn’t	have	to	
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worry	and	spend	four	hours	trying	to	make	the	sound	check	work,	rather	than	an	hour.	Lighting	is	super	important,	and	often	gets	forgotten	in	multimedia	productions.	There’s	often	this	tussle	with	lighting	designers	where	it’s	like	“But	we	can’t	see	the	visuals!”	But,	if	I	can’t	see	my	music,	you’re	not	going	to	have	any	music.		D:	Like,	understanding	what	you	need	as	a	live	performer.		E:	Right.	I’m	not	trying	to	be	difficult,	I	just	don’t	have…		K:	You	can’t	do	your	job.		E:	I	actually	had	a	little	moment	when	we	were	in	Virginia.	We	were	projecting	visuals	and	I	think	that	it’s	like,	I	had	to	do	this	myself	recently	and	there’s	no	really	good	way	of	doing	it	from	a	computer	and	hiding	the	play	bar.	We	were	performing	this	piece	of	Danny	Wohl’s	at	this	venue	in	Virginia	at	David’s	school,	and	we	could	see	the	play	button	on	the	screen	and	the	guy	who	was	running	the	video	was	kind	of,	“oh,	well	that’s	how	it’s	going	to	be”,	and	I	was	like,	no.	It’s	a	professional	venue,	let’s	take	five	right	now	and	do	that.	So	it	is	important	for	whether	something	feels	professional	to	the	audience	or	not	-	but	it’s	not	every	gig	that	has	videos.			D:	I	feel	like	for	the	operas,	those	things	are	always	huge	and	very	important,	but	they	also	have	dedicated	people	whose	job	it	is.			E:	There’s	also	the	thing	where	every	time	we	have	a	video	monitor	to	see	the	conductor,	and	someone	will	have	the	wrong	kind	of	cable	and	there’ll	be	a	latency	and	a	delay.	Then	the	singers	will	be	a	second	behind	everyone	else	-	it’s	important	to	fix	that.		D:	That’s	something	that	we’re	now	prepared	for	and	will	travel	with	different	types	of	cameras	and	cables.	One	of	our	crew	ended	up	buying	a	conductor’s	camera	for	herself.			K:	The	hardest	thing	about	working	with	this	technology	is	that	I	wish	I	had	one	of	everything	that	we	use,	but	I	just	can’t	afford	it.	Three	more	questions.	What	sort	of	audiences	would	you	like	to	see	at	concerts	featuring	your	music?			E:	Sold-out,	non-comped.			D:	I	feel	like	what’s	been	nice,	as	careers	progress,	is	that	you	start	not	knowing	any	of	the	people	in	the	audience,	as	they’re	not	just	your	friends.	I	think	it’s	great	when	you	first	start	out	that	your	friends	are	there,	but	now	the	audience	is	people	who	are	purely	interested	audience	members	and	it’s	really	exciting.	And	that	way,	you	meet	new	people	and	that’s	nice	too.			E:	It’s	nice	to	find	people	who	really	got	something	out	of	the	show,	or	really	connected	to	it.			K:	Do	you	anything	more	to	add	-	just	going	back	to	what	you	were	saying	before	about	meeting	people,	would	you	like	to	get	young	people	into	opera	or	other	groups?	D:	I	think	the	young	audience	thing	-	I	think	it’s	important	to	have	audiences	that	are	evolving	and	growing,	but	I	hope	that	people	of	all	ages	and	whatever	that	can	get	something	out	of	it.	Some	of	those	people	won’t	be	interested	in	it,	and	that’s	fine.			K:	Sweet.	One	more,	sorry.	Okay,	last	one!	It’s	got	five	subquestions	though	-	In	relation	to	each	other,	how	important	are	the	following	to	an	ideal	performance	of	your	music:	a)	the	
	 84	
composer,	b)	the	performers,	c)	event	organisation,	d)	audio	visual	personnel,	and	e)	the	audience	itself?			D:	I	feel	like	they’re	all	equally	important.			E:	Yeah,	you	could	have	a	great	performance	but	with	no	audience,	and	even	without	the	promotion	and	running	that	goes	along	with	that.	With	something	like	Victoire,	where	we	toured	a	lot,	we	can	actually	go	with	a	somewhat	chaotic	event	organisation	situation,	because	we	just	set	everything	up	and	sound	check	so	many	times.	I	think	composer	and	performer	are	most	important,	probably	then	sound,	then	the	other	two	are	in	synergy	in	a	certain	way.	Although,	from	a	financial	perspective,	obviously	the	presenter,	venue,	and	audience	are	driving	things.			K:	Anything	more	to	add,	specifically	from	the	audience-centric	point	of	view?	It’s	cool	if	you	don’t.		D:	I	think	as	a	composer,	or	as	a	perfomer,	then	you	want	to	be	performing	to	a	full	audience	that’s	interested.	I	think	promotion	is	how	you	get	those	people	to	know	that	you	have	a	show	so	they	can	come	to	it.	The	show	that	they	come	to	has	to	be	well-composed,	well-performed,	and	have	sound	that	conveys	both	of	those.	I	really	think	for	an	ideal	situation,	you	need	all	five	of	those	to	be	working	very	smoothly	together	and	doing	their	part.	Each	has	their	own	challenges,	and	more	and	more	I	feel	like	we	each	have	to	focus	on	the	part	of	that	that	is	our	particular	specialty.	I	feel	like,	over	the	years,	I’ve	become	less	of	a	producer,	and	do	less	of	the	promotion	work,	but	I	feel	like	my	job	is	more	to	write	this	piece	and	to	get	materials	to	performers	and	to	do	all	the	“composer	things”,	such	as	be	at	rehearsals.	Eventually,	I	think	you	realise	that	you	can’t	do	everything	and	need	to	just	focus	on	the	thing	that	you	are	responsible	and	do	that	at	the	highest	level	that	you	can.	The	hope	is	that	you	are	working	with	people,	and	over	the	years	you	collect	people	who	do	their	jobs	in	a	similar	way	and	operate	at	the	highest	levels.		E:	You	learn	how	to	interface	who	do	the	other	things	to	make	everything	easier.	As	a	performer,	you	learn	how	to	communicate	with	the	sound	person	in	a	way	that	is	more	useful	than	“I	need	this,	I	need	this”.	You	learn	the	words	that	mean,	you	know…	we	had	this	one	hilarious	soundcheck,	we	kept	saying	“turn	up	the	bass,	turn	up	the	bass…	I	still	can’t	hear	bass”,	and	we	meant	double	bass	whereas	he	thought	we	meant	bass	frequencies.	And	so	we	were	like	“it’s	really	boomy”	and	he	was	like	“yeah	because	you	told	me	to	turn	up	the	bass”.	Yep	okay.	But	also,	when	you	have	a	stage	manager	there	is	certain	way	that	you	don’t	get	in	their	way,	and	take	less	initiative.	Like,	I’m	not	going	to	decide	that,	I’ll	let	you	do	your	job.		D:	Letting	them	be	and	do	their	job,	because	they’re	going	to	do	it	better	than	you’re	going	to	do	it.	It’s	funny,	it	supports	the	idea	of	specialisation,	which	I	feel	like	was	not	something	that	was	–		E:	That	was	not	the	indie	classical	way,	in	the	beginning.		D:	No,	everybody	was	doing	everything.	Chairs	need	to	be	set	up,	set	up	the	chairs.			K:	Definitely	from	an	ethos	point	of	view,	with	my	concerts,	I	do	all	of	those	things	-	I	am	the	curator,	the	organiser,	promotion,	etc.	I	have	a	lot	of	people	who	help,	especially	Chris,	he	wasn’t	able	to	help	out	with	the	last	one	so	much.	The	biggest	thing	is	sound	and	I	can	really	empathise.	Because	Chris	has	been	such	a	huge	help,	with	promotion	and	ideas	on	curation	and	stuff,	and	he’d	always	do	the	sound	on	the	night,	and	he	would	nail	it	every	time,	because	
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we’re	coming	to	it	from	a	similar	point	of	view.	I	had	to	use	another	guy	and	Chris	said	that	“he’s	probably	one	of	the	best	guys	you	can	get	for	this	in	Brisbane”.	But	even	the	reviews	were	saying,	the	sound	for	this	was	probably	the	worst	aspect.	I	felt	bad	for	him	because	he	did	his	best	job.			D:	When	you’re	starting	something,	that’s	the	way	it’s	going	to	be.			K:	I	kind	of	like	it	in	a	way,	right	now.	I	might	grow	in	a	few	years	to	be	like,	I	just	want	to	focus	on	this	one	thing,	but	yeah.			D:	That’s	definitely	what	happened	for	me,	you	just	don’t	want	to	do	that	anymore.	I	think	for	me	in	the	last	couple	of	years,	I	decided	to	leave	this	job	in	Virginia	and	focused	all	of	my	energy	on	this	thing	that	I	do.	For	me,	it’s	a	fairly	new	approach	to	it.			E:	It’s	nicer,	and	as	a	performer	it’s	nice	to	not	have	to	stress	out	about	anything	else	before	a	show.	You	get	spoilt	with	it	a	couple	of	times	and	you	get	used	to	having	it.			D:	That’s	the	thing,	you	work	with	a	stage	manager	who	is	really	great	and	you’re	like,	man,	that	was	such	a	more	enjoyable	experience,	and	they	did	it	so	much	better	than	me,	and	nobody	yelled	or	cried…		E:	When	I	was	at	UQ	as	an	undergrad,	we	did	this	crazy	concert	series	and	the	first	time	we	found	a	couple	of	theatre	guys	who	did	the	stage	managing,	and	they	were	so	good!	Every	change	was	just	like,	bam!	The	piece	could	just	start	immediately	-	and	were	like,	that’s	really	a	lot	better	than	us	fluffing	around	with	pieces	and	where	they	go.			D:	I	mean,	you	have	to	find	your	people.		E:	And	you	still	have	to	sometimes	do	stuff	yourself.		D:	Probably	the	Virginia	series	has	been	like	that,	there’s	one	guy	that	did	the	sound	who	has	become	the	go-to	sound	person	for	all	those	shows.	But	he’s	doing	everything	and	the	set-up	and	changeover,	running	sound	and	running	video.	I’ll	often	go	help	him	move	chairs,	because	you	feel	bad	watching	him	move	chairs	while	everyone	else	is	just	sitting	there.	It	gives	you	a	degree	of	empathy	for	people	and	future	colleagues	who	do	that	work,	so	I	think	it’s	important	to	do	it.	For	me,	performing	with	Newspeak	was	so	valuable	in	how	I	work	with	performers	now.	Having	the	experience	of	being	a	performer	and	working	with	a	composer,	made	me	want	to	be	less	cranky	and	more	supportive.	I	think	I	was	crankier	before	I	started	performing	with	the	group.		K:	That’s	the	thing,	over	the	last	few	years,	being	able	to	work	with	composers,	I	love	it	-	for	that	reason,	I	think	there’s	so	much	to	be	learned	from	both	sides.	Having	a	composer	in	the	band,	and	saying	“Hey	Chris,	what	did	you	think	of	this?	What	feeling	did	you	want	here?”	I	agree	with	you.			D:	There’s	this	idea	that	this	composer	is	in	this	sort	of	ivory	tower	who	is	just	throwing	music	out	into	the	world,	but	I	don’t	think	that	really	exists.			E:	And	they’re	probably	not	getting	very	good	performances	that	way.			K:	Cool,	well	that’s	the	end	of	my	structured	interview	-	would	you	guys	like	to	add	anything	else?		
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	E:	I	dunno,	I	think	we	talked	about	a	lot	of	stuff.			D:	I	think	it’s	a	really	interesting	topic	and	it’s	good	that	you’re	taking	a	lot	of	different	angles	on	it,	and	this	indie	classical	label	and	ethos	is	really	interesting.	The	thing	that	I	wonder,	if	you	look	at	indie	classical	as	a	historical	period,	is	that	continuing	or	is	it	tied	to	a	particular	generation?		K:	It’s	interesting	to	think	of	because	I’ve	never	had	someone	come	out,	as	you	have,	and	say	“I	think	it	was	a	period	that’s	pretty	much	finished”.	That’s	really	fascinating,	because	I	can	really	see	your	point	of	view	now.			D:	I	definitely	wouldn’t	say	it’s	finished,	but	I	think	of	it	as	relating	to	a	particular	time.	It’s	continuing,	but	it’s	changing.		E:	I	think	there’s	still	a	lot	of	groups	who	are	doing	things	along	the	same	vein.			K:	For	me,	especially	say	what	with	Bryce	Dessner	is	doing	now,	fits	within	that	whole	genre/ethos	kind	of	thing,	maybe.			D:	In	the	genre?			K:	In	the	genre,	I	meant	genre.	Like	style.	I	don’t	know	what	you	would	say?		D:	It	feels	very	different	to	me	than	what	I	experienced.		K:	How	so?		E:	To	be	really	pragmatic	about	it,	without	talking	about	the	quality	of	work	at	all,	he	gets	a	lot	of	gigs	because	of	his	perception	as	a	rock	star.	Even	if	the	work	is	happening	in	the	same	way,	it	is	reaching	a	different	audience	I’d	say.			D:	There	are	people	who	are	going	to	those	shows	because	they’re	National	fans,	not	because	they’re	necessarily	new	music	people.		K:	In	that	case	then,	maybe	what	he’s	doing	is	not	indie	classical	in	ethos.	What	he’s	doing	is	going	into	a	more,	composition	thing.		D:	Yeah,	it’s	interesting	-	I	think	that’s	an	area	where	I’ve	just	kind	of	veered	off	into	a	different	area,	just	speaking	for	myself	here.	If	that	is	the	continuation	of	this	indie	classical	trajectory,	then	I	feel	like	at	some	point	I	changed	direction.	I	don’t	feel	like	I	have	changed	directions	though,	maybe	we	were	always	divergent.		K:	This	again	is	the	problem	with	calling	things	by	labels.	I	wish	I	could	find	something	else	to	call	my	thesis	so	I	don’t	have	to	use	the	term	indie	classical!			D:	It’s	a	really	valuable	term	in	a	lot	of	ways	-	do	you	know	Ted	Hearne’s	work	at	all?			K:	No,	I	don’t.		D:	Ted	is	someone	you	should	check	out.	Katrina	Ballads	is	an	early-ish	piece	-	2008?			
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E:	Would	Brooklyn	Classical	be	a	terrible	term?			K:	I	think	it	makes	sense!		E:	The	West	Coast	kids	could	get	upset	about	that.			K:	In	a	way	though,	it’s	why	I’m	here	-	minimalism	was	a	New	York	thing,	and	so	much	of	the	indie	classical	stuff	from	that	period	is	Brooklyn.			D:	The	beginning	of	that	thing.	It’s	interesting	if	you	go	back	to	Dumbo	where	we	used	to	rehearse,	and	it’s	barely	recognisable	from	what	it	was.			K:	It’s	fascinating	just	being	here,	I	didn’t	realise	-	this	isn’t	really	interview	worthy	anymore	-	but	in	pop	culture,	everyone	hates	on	hipsters,	and	I	thought,	“oh,	they’re	not	so	bad”.	But	I	came	here,	and	I	totally	get	it!	I’m	staying	in	Bushwick	and	it’s	a	bunch	of	really	poor	people	who	are	struggling,	compared	with	people	who	are	wearing	$400	ripped	jeans	who	are	just	like,	“Why	is	my	coffee	not	poured	properly?”	It’s	just	fascinating	to	see	the	juxtaposition.			D:	It’s	like,	you’re	paying	a	lot	of	money	to	look	like	you	live	my	life.			E:	Like	when	you’re	on	your	way	to	gigs,	and	you	see	people	very	expensive	clothes	to	seem	like	you’re	a	bohemian	artist	and	it’s	like	-	if	you	were	a	bohemian	artist,	you	couldn’t	afford	those	clothes.			D:	But,	just	to	go	back	to	Ted	for	a	second,	I	think	Ted	who	would	be	interesting	to	talk	to	and	to	look	into,	he	also	was	part	of	that	world	here.	He’s	in	LA	now	though.	I	feel	like	looking	at	his	work,	it	feels	in	some	ways	very	different	from	that	particular	trajectory	that	you	identified.	I	think	we	both	definitely	started	in	that	core.	I	don’t	want	to	speak	for	him,	but	I	think	he	identified	with	that	and	I	definitely	identified	with	the	notion	of	indie	classical	as	a	thing.	It	definitely	embodied	a	struggle	to	try	and	find	a	way	of	combining	these	things	that	were	important	to	me	in	an	honest	way.	I	think	if	that’s	what	we	take	out	of	it,	then	that’s	great.		K:	That	was	a	primary	thing	I	first	got	into.	I	remember	2	or	3	years	ago	when	I	first	started	stumbling	across	this	kind	of	music	and	hearing	people	combining	two	things	that	I	love	-	electronic	music	and	new	viola	music,	and	doing	it	well.	It	doesn’t	sound	like	the	electronic	music	is	just	being	tacked	on	by	someone	who	had	just	opened	GarageBand.	In	that	case,	do	you	want	me	to	switch	off	the	recorder?		 	
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Missy	Mazzoli	
Interview	One	Conducted	by	Kieran	Welch	with	Missy	Mazzoli,	via	Skype,	21/01/2015.		K:	Okay,	so,	um,	the	first	of	these	two	sections	I	have	is	more	revolving	around	context,	and	philosophy	of	your	musical	output.	So	the	first	question	is:	How	would	you	describe	your	musical	career?			M:	(Laughs)		K:	And	that’s	a	very	broad	question,	I	know,	I	have	some	examples,	but	I	was	wondering	if	you	had	anything	first	before	I	give	some	examples.		M:	Um,	could	you	just	be	a	little	more	specific?		K:	Sure.	So	how	strongly	would	you	classify	yourself	as	say,	a	performer,	a	composer,	an	event	organizer,	a	critic,	a	teacher,	or	anything	else?		M:	Okay.	Um,	so	I	always	describe	myself	as	a	composer.	Uh,	because	while	I	do	all	of	those	other	things,	you	know,	I	perform,	I	organize	concerts,	I	teach,	I	do	everything,	it	all	comes	out	of	my	work	as	a	composer,	and	that’s	always	been	my	first	passion.	And	still,	even	though	I’m	doing	all	those	other	things,	it’s	still	the	thing	that’s	most	important	to	me.	So	usually	I	just	say	“composer”.		K:	Definitely.	Great,	thank	you.	How	would	you	describe	the	style	of	music	you	create?	And	feel	free	to	provide	multiple	answers,	for	example	if	you	had	work	under	different	pseudonyms	or	something.		M:	Lately	more	and	more	I’ve	just	been	saying	“classical.”	Not	because	it’s	the	most	accurate,	but	because	it	just	opens	things	up	into	a	conversation.	Because	I	do	come	from	the	classical	tradition,	I	feel	that	even	though,	it’s	funny,	even	though	it’s	not	accurate	and	not	very	descriptive,	because	the	Classical	era	ended,	what,	150-200	years	ago	(laughs),	that’s	where	my	training	is,	that’s	the	music	that	I	grew	up	loving	and	listening	to,	and	that’s	very	much	where	my	music,	the	tradition	that	my	music	comes	out	of.	But	there’s	no,	I’ve	yet	to	find	a	really	good	label.	Because	with	each	piece,	I’m	trying	to	do,	create	something	that	no	one	has	ever	heard	before,	and	labels	automatically	about	music	that	has	been	heard	before,	and	how	your	music	compares	to	that.	So	it’s	really	a	conundrum	that	I	don’t	think	I	will	ever	answer	personally.		K:	No,	I	totally	get	that.	I	mean,	labels	are	dreadful	I	think	for	a	lot	of	composers,	but	then	audience	members	always	want	them	to	be	able	to,	sort	of,	stick	things	in	boxes.	But	it’s	very	problematic	at	times.	So	I	understand	what	you	mean.		M:	Yeah,	I	just	try	to	get	people	to	get	to	a	place	where	I’m	describing	the	music	itself.		K:	Yeah.		M:	You	know,	so	I	usually	say,	“Oh,	it’s	classical”,	but	I	have	this	ensemble	that	has	these	instruments,	or	I	recently	wrote	this	piece	for	orchestra.	I’m	working	on	an	opera,	but	it’s	not	a	traditional	opera.	So	its	like,	once	you	get	into	those	descriptors,	it’s	much	more	accurate	and	satisfying.	
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K:	Yeah,	and	it’s	not	just	a	term,	yeah.		M:	Right.		K:	Okay,	and	you’ve	already	answered	my	next	question	pretty	much	as	well,	but	I’ll	just	say	it	in	case	you	have	anything	more	to	add	on	to	that.	Do	you	think	the	music	you	create	fits	in	with,	or	shares	aspects	in	common	with	any	specific	musical	genres	or	movements?		M:	Um,	well	I	wouldn’t	place	my	music	firmly	under	the	umbrella	of	any	existing	musical	genre	or	movement.	But	I	am	very	influenced	by	some	more	than	others.	So	definitely	Minimalism	had	a	big	impact	on	me,	when	I	first	encountered	it	as	a	student,	and	even	before	that,	when	I	was	in	high	school	and	really	just	starting	out	as	a	musician,	Romantic	music	had	a	huge	impact	on	me.	And	just	the	idea	that	music	could	create	something	so…	create	such	an	emotional	landscape	within	the	listener	was,	had	a	huge	impact	on	me	as	a	kid,	and	then	Minimalism	was	sort	of	both	the	opposite	and	the	same	thing.	In	that	there	were	these	processy	pieces,	and	these	pieces	that	on	the	surface	could	seem	very	cold,	and	anti-Romantic,	but	kind	of	did	the	same	thing	to	me	emotionally.	So	those	two	things,	but	certainly	more	experimental	sort	of	people	like	Elliot	Carter,	or	um,	sorry	it’s	really	early	in	the	morning	here!	(laughs)		K:	I	totally	understand,	yep.		M:	So	some	of	the	thornier,	more	dissonant	composers	have	impact	on	me	as	well,	even	though	you	hear	that	a	little	less	obviously	in	my	work.		K:	No,	yeah,	I	totally	get	that.	I	really,	strongly	relate	with	those	two	genres	that	you	were	talking	about	as	well,	Minimalism	and	Romantic	music,	but	I	find	a	lot	of	the	ideas	and	thoughts	that	those	more,	I	guess	you	said	thornier	or	more	“avant-garde”	in	a	way	people	might	say,	composers	really,	I	find	them	very	interesting	as	well.	So	I	get	what	you	mean.	Okay,	next	question	is,	where	do	you	think	the	music	you	create	fits	in	stylistically	and	socially	in	relation	to	society	today?	And	that’s	a	bit	of	an	odd	one,	I	can	phrase	that	a	different	way	if	you’d	like	that.		M:	Sure,	why	don’t	you	just	phrase	it	a	different	way,	it’ll	give	me	a	second	to	think	(laughs).		K:	Okay,	so	to	put	it	slightly	more	metaphorically,	where	would	you	position	your	music	on	the	musical	landscape?		M:	(laughs)		K:	I	don’t	know	if	that	helps	at	all?		M:	Um.	Sorry,	do	you	mean	in	relationship	to	society,	the	non-musical	society	as	a	whole?		K:	Yeah,	yep,	sure.		M:	Okay.	Um.	I	mean,	that’s	kind	of	a	question	that	will	be	answered	by	history,	because	it’s	impossible	for	me,	it’s	hard	for	me	as	someone	who’s	in	the	midst	of	all	this	music	and	in	the	middle	of	creating	all	this	music	to	see	how	it	relates	to	what	other	things	are	going	on	in	the	world,	or	society	as	a	whole.	But	I	will	say	that,	my	music,	my	goal	is	to	help	people	access	parts	of	their	emotions	and	personality	and	life	that	are	not	so	easily	accessed.	So	there’s	sort	of	an	emotional	goal	there…	Yeah.	So	that	would	be	my	answer.	I	try	to	make	music	that	is	
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very	much	of	my	time,	in	that	it	connects	to	a	large	audience.	It	connects	to	something	that’s	very	human	and	universal	within	us.	Maybe	that	sounds	sort	of	pretentious	or	lofty	–		K:	No,	I	totally,	I	agree	with	those	ideals.	Not	pretentious	at	all.			M:	Yeah.	And	I	do	try	to	make	music,	I	mean	right	now	I’m	writing	an	opera,	um,	two	operas.	One	of	them	is	based	on,	it’s	sort	of	a	parable	about	home	ownership.	You	know	in	America	in	2008,	we	had	this	huge;	well	the	whole	world	had	this	huge	crisis,	that	was	precipitated	by	these	people	defaulting	on	their	mortgages.	And	I	just	sort	of	became	fascinated	at	that	point	with	our,	particularly	American	obsession	with	owning	your	own	home	–		K:	Yeah		M:	And	so	I’m	creating	this	opera	that	takes	place	in	the	19th	century,	and	is	based	around,	based	on	the	lives	of	these	homesteaders,	who	have	to	sort	of	bend	over	backwards	to	own	their	own	home,	in	a	very	different	way.	It’s	not	so	much	financially,	they	have	to	have	a	certain	number	of	rows	of	crops,	and	a	certain	number	of	walls	on	their	house	in	order	to	get	the	title	to	their	land.	So	I	try	to	make	music	and	pick	topics	that	resonate	with	people,	and	resonate	with	our	time,	in	a	very	direct	way.		K:	Yep,	okay.	Excellent.	Okay,	so	this	list	that	I’m	going	to	discuss	is	from	a	list	of,	um,	sorry,	how	do	I	put	this…	sorry,	as	it’s	a	bit	early	for	you	it’s	a	bit	late	for	me	here.	Um,	a	list	from	one	of	the	background	books	I’ve	been	researching.	So	it	sounds	a	bit	like	I	didn’t	write	it,	because	I	didn’t.	But	anyway,	how	strongly	would	you	identify	your	philosophy	or	musical	output	with	the	following	points:	“A”,	that	your	music	challenges	barriers	between	“high”	and	“low”	styles?		M:	I	wouldn’t	put	it	that	way.	I	think	that	my	music…	I	don’t	know,	I	kind	of	have	an	objection	to	the	term	“high”	or	“low”	(laughs)	–		K:	Sure,	that’s	a	perfectly	valid	answer.		M:	Yeah	I	know,	but	it’s	a	term	that	gets	flung	around,	or	in	New	York	it’s	“uptown”/”downtown”,	and	it’s	this	“thing”…	but	really	my	music	is	a	combination	of	all	these	things…		(Call	cuts	out)		M:	Hello?		K:	Sorry	about	that.		M:	It’s	okay.		K:	So	I	just	got	you	after	you	were	saying	that	your	music	is	a	combination	of	all	of	these	different	things.		M:	Yeah,	so	its	really	a	combination	of	all	these	different	things,	and	any	sound	that	I	encounter	is	sort	of	in	my	mind	up	for	grabs,	in	terms	of,	you	know,	its	not	about,	I	don’t	think	“is	that	uptown	or	downtown,	what	will	it	mean	if	I	use	that	sound	or	that	technique.”	But	I	really	don’t	think	that	“challenge”	is	the	right	word.	Because	I’m	not,	it’s	not	really	that	I’m	coming	from	one	world,	but	trying	to,	dipping	a	toe	in	the	other…	I	don’t	know,	I	just	feel	that	it’s,	I	kind	of	object	to	the	whole	vision	of	those	two	–	
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	K:	Yeah,	so	you’re	saying	it’s	not	one	or	the	other,	and	you’re	not	even	trying	to	challenge	things,	but	just,	yeah,	making	music	more,	perhaps?		M:	Yeah,	I	mean	to	say	that	I	wanted	to	challenge	the	barrier	would	be	kind	of	acknowledging,	legitimizing	that	that	is	a	distinction	–		K:	That	there	is	a	boundary,	yes.	That’s	really	interesting,	yeah.	And	as	I	said,	these	weren’t	ones	that	I	wrote	–		M:	That’s	okay		K:	It	was	a	list	of	things	that,	um,	has	been	used	a	lot	about,	sort	of,	postmodernist	ways	of	looking	at	music.	But	I’ll	go	through	a	couple	more.		M:	Sure.		K:	How	strongly	would	you	identify	your	music	as,	um,	considering	your	music	not	as	autonomous,	but	relevant	to	cultural,	social	and	political	contexts.	Well	you	already	answered	that	pretty	much,	talking	about	your	opera,	but	I	let	you	answer	that	one,	sorry.		(Call	cuts	out)		
Interview	Two	Interview	conducted	by	Kieran	Welch	with	Missy	Mazzoli,	in	person.	Greenpoint,	Brooklyn,	New	York,	09/04/2015.		Kieran:	Okay,	so	we	were	up	to	–	how	strongly	would	you	identify	your	philosophy	or	musical	output	with	the	following	points.	How	strongly	would	you	identify	your	philosophy	or	musical	output	with	the	following	points:	Questioning	the	mutual	exclusivity	of	elitist	and	populist	values?		Mazzoli:	I	just	have	no	idea	how	to	answer	that,	I’m	sorry.			K:	That’s	totally	fine,	that’s	weirdly	worded,	that	one.			M:	So	it’s	asking	if	I	feel	that	those	values	are	mutually	exclusive?	Again,	to	say	would	mean	that	there	are	different	values	–	I	don’t	know,	I	just	don’t	even	make	that	distinction	at	all,	so	it’s	impossible	for	me	to	answer.			K:	Okay,	so	point	c:	Considering	your	music,	not	as	autonomous,	but	relevant	to	cultural,	social,	and	political	contexts?			M:	Um,	not	as	autonomous	but	relevant…	I	mean…	I	don’t	know!	I	feel	like	I’m	failing	you!		K:	Not	at	all,	the	rest	of	the	interview	is	way	easier	than	this,	it’s	a	bit	hard-hitting	to	start	off	with.			M:	I	mean,	I	don’t	know,	I	want	my	music	to	be	in	the	world,	sort	of	reflecting	on	something	that	is	going	on	in	the	world	–	it	doesn’t	just	exist	in	a	vacuum,	but	then	again	nothing	exists	in	
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a	vacuum.	I	wouldn’t	put	a	label	on	it,	or	call	it	political,	as	that	implies	a	political	language	that	is	not	interesting	to	me.	I	don’t	know…			K:	That’s	a	perfectly	fine	answer.	Next	point:	Including	quotations	of	or	references	to	of	many	traditions	and	cultures?			M:	It	all	comes	out	of	various	traditions	and	very	much	out	of	the	classical	tradition,	but	there	are	rarely	direct	quotations.	It’s	all	been	sort	of	mixed	up	in	my	mind.			K:	No,	that’s	exactly	what	David	said,	he	was	saying	for	him	-	the	exact	same	as	you	-	that	it’s	sort	of	in	the	DNA	of	his	music	but	he	wouldn’t	say	it	was	directly	quoting.	The	last	one	is:	embracing	pluralism	and	eclecticism?		M:	Um…	Sure!	(Laughs)	The	things	is,	I’m	not	conscious	of	any	of	these	things	–	all	of	these	ideas	are	labels	that	are	put	on	after	the	fact.	It’s	very	hard	for	me	–	I	have	to	make	the	thing,	step	out,	and	view	it	as	an	outsider	and	that’s	a	very	strange	experience	for	me.	That’s	how	I	feel	about	all	the	labels	–	people	are	like,	is	your	music	“new	classical”	or	“indie	classical”?	And	I’m	like…	I	have	no	idea!			K:	Yeah,	your	music	is	your	music.			M:	Yeah,	and	it’s	very	hard	to	answer	because	it	implies	looking	at	it	as	an	outsider.			K:	A	big	part	of	my	research	that	I’ve	already	written	so	far	is	about	these	labels.	When	I	first	came	across	music…	actually	I	think	your	“Tooth	and	Nail”	was	sort	of	first	piece	I	heard	like	this.	Because	I’ve	been	DJing	almost	as	long	as	I’ve	been	playing	viola	and	always	been	interested	in	electronic	music,	and	classical	viola	music	then	heading	towards	more	contemporary	classical	as	I	went	on.	They	felt	like	very	disparate	worlds	to	me	for	a	very	long	time	until	I	started	coming	across	all	this	music	by	people	like	you	and	Nico	Muhly	and	David.	And	I	thought,	well,	these	are	people	that	are	combining	these	two	worlds	that	I	love	a	lot	and	doing	it	well.	A	lot	of	the	time	when	I	heard	a	composer	include	electronics	I	wasn’t	so	keen	on	how	it	had	been	incorporated.	The	whole	labels	thing,	I	totally	get	what	you	mean	about	it	being	problematic	and	discussing	it	is	huge	in	my	research.	It’s	becoming	more	about	labels	and	how	they	are	a	problem	for	audiences	and	academic	people	really	love	them	anyway.		M:	It’s	funny,	it’s	like	a	self-perpetuating	need.	It’s	like	a	journalist	will,	I	find	it	more	with	critics	that	they	are	like,	“well,	it’s	not	exactly	post-minimal,	but	for	the	sake	of	easy	explanation	I’ll	call	it	post-minimal.”	It’s	like,	no,	no,	no!	If	you	do	that,	then	presenters	are	like	“well	this	journalist	said	it	was	post-minimal,	so…”,	and	it	perpetuates	itself,	and	then	you	can	set	up	these	false	dichotomies	between	genre	and	between	class.	It’s	all	false…	not	all	of	it,	but	largely	it’s	a	construct	that	is	used	to	tell	a	story	that’s	not	really	there.			K:	No,	I	totally	understand	that	and	it’s	highly	related	to	my	honours	thesis	that	I	wrote.	I	started	out	with	how	minimal	techno	was	influenced	by	American	minimalism.	Because	so	many	critics	were	always	like	it’s	Reichian	or	whatever,	like	it	shows	examples	of	Philip	Glass	in	this	part.	It	turned	out	as	soon	as	I	dug	deep	past	these	critics	it	turns	out	it	wasn’t	founded	on	anything	and	it	was	a	circle	of	critics	referencing	critics	and	none	of	these	people	said	anything	worth	using.	My	thesis	turned	into	how	these	two	people	got	to	very	similar	techniques	through	very	different	ways.	It	wasn’t	true	at	all,	and	everything	the	critics	were	saying	was	self-referential.	Anyway,	I’ll	keep	pushing	on	with	the	interview.			
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M:	No,	it’s	fine!	The	other	thing	is	I	always	feel	uncomfortable	when	people	–	critics	or	interviewers	–	introduce	this	idea	of	high	and	low	culture.	Where	I	came	from,	I	wasn’t	raised	in	a	musical	or	wealthy	family	so	I	felt	like	I	was	just	exposed	to	the	music	that	was	on	the	radio.	So,	I	sort	of	had	to	fight	my	way	into	the	classical	way.	But	the	way	that	my	narrative	is	told,	people	seem	to	think	of	it	as	the	opposite	–	where	I	grew	up	on	this	cloud	surrounded	by	people	playing	viola,	and	then	I	wanted	to	dabble	in	the	pop	world.	I	always	felt	excluded	from	the	elite	classical	music	world	and	had	to	claw	my	way	in	from	the	bottom,	or	that’s	how	it	felt.	There	are	certainly	people	who	are	much	more	excluded,	which	is	a	whole	other	conversation.	But	the	idea	of	being	self-conscious	about	the	combination	of	high	and	low	cultures	is	something	that	makes	me	uncomfortable,	as	there’s	a	certain	elitism	implied,	which	I	always	felt	was	not	part	of	my	outlook.	The	elitist	classical	music	trend	was	disgusting	to	me.			K:	I	was	the	only	person	in	my	entire	graduating	class	who	went	to	a	public	school	–	I	don’t	know	if	you	call	them	that	here	–	and	had	to	pay	for	my	own	instruments,	whereas	I	had	classmates	whose	parents	would	spend	$30,000	on	instruments,	so	I	definitely	get	what	you’re	talking	about.	We’ll	keep	going	with	this	for	now	though.	Okay,	next	question:	How	has	current	technology	influenced	your	musical	taste	and	output?	I	can	give	examples	if	you’d	like.			M:	Yeah,	I’m	definitely	really	influenced	by	what’s	going	on	in	minimal	techno	right	now	and	in	sample	based	music,	in	hip	hop	–	I	mean	there’s	a	lot	of	really	creative	stuff	being	done	with	samples,	manipulation	and	electronic	processes.	And	certainly,	the	programs	like	Ableton	Live,	that	is	so	accessible	and	intuitive,	have	really	allowed	me	to	explore	that	in	a	really	fun	way.	I	work	a	lot	with	Lorna	Krier,	who	is	a	great	keyboardist,	a	great	pianist	but	also	a	great	electronic	producer,	and	she	has	really	helped	me	get	into	that	world.			K:	Awesome.	Another	example	just	there,	does	the	internet	effect	your	music	or	the	breadth	of	your	musical	interests?	And	does	it	affect	the	music	that	you	write?			M:	I	mean,	as	an	educational	tool,	there	are	endless	opportunities.	Just	yesterday	I	was	listening	to	a	new	album	by	Anna	Thorvaldsdottir,	the	Icelandic	composer,	and	I	was	able	to	see	what	she	was	Tweeting	about	and	see	her	Facebook	page,	and	see	if	she	sent	me	a	message	and	it	all	happened	within	about	ten	minutes.	In	that	sense,	it’s	amazing	and	the	internet	is	–	during	its	best	moments	–	is	the	great	democratiser.	It’s	not	about	“Oh	I’m	going	to	this	set	of	concerts	with	this	set	of	friends”;	you	can	listen	to	anything,	whether	it’s	for	ten	seconds,	ten	minutes,	or	an	hour.	It’s	really	opened	me	up	stylistically.	Composers	like	Anna	Thorvaldsdottir	–	my	music	is	very	different	from	hers,	but	it’s	something	I’m	very	interested	in.	Same	as	Thomas	Ades,	and	I	get	a	lot	of	ideas	from	listening	to	their	music	even	though	my	music	is	very	different.	This	is	definitely	part	of	the	appeal	of	the	internet.	Also,	as	a	relatively	young	female	composer	I	felt	that	the	internet	was	very	important	for	me	early	on,	to	establish	an	identity	rather	than	have	someone	else	establish	it	for	me.	Just	having	a	website,	initially,	was	a	very	powerful	tool	and	allowed	me	to	add	videos	that	presented	my	music	in	the	way	that	I	wanted.				K:	Awesome	answer.	How	important	are	modern	technological	aspects,	such	as	amplification,	effects,	and	pre-recorded	accompaniment	to	your	composition?		M:	I	mean,	they	are	so	integral	to	it,	that	I	treat	them	like	any	other	instruments.	It’s	like	asking	if	the	viola	is	important	to	my	composition!	(Laughs)	It’s	just	a	tool	and	I	don’t	think	of	amplification	as	this	extra,	optional,	controversial	thing.	Some	music	you	write	knowing	that	it’s	going	to	be	amplified	–	especially	in	opera,	there’s	the	eternal	issue	of	whether	to	amplify	singers	or	not.	Sometimes	you	do	and	sometimes	you	don’t.	As	a	composer,	it’s	important	to	
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write	with	those	ideas	in	mind	or	consider	that	a	singer	won’t	be	amplified.	All	these	things	are	just	tools	in	my	arsenal	I	think.				K:	If	you	use	pre-recorded	material	or	delay	effects,	what	are	your	opinions	on	the	performer	using	an	in-ear	click	during	performance?		M:	I	do	use	a	lot	of	pre-recorded	material	–	I	don’t	use	a	lot	of	straight	up	delay	–	but	I	feel	like	it’s	essential	a	lot	of	times,	but	more	as	a	necessary	evil	and	it’s	not	ideal	for	a	performance.	I	keep	hoping	that	there	will	be	a	better	way,	like	some	sort	of	score	which	has	a	visual	click	or	something.	Sort	of	like	the	bouncing	ball.		K:	I	tried	that,	actually.	When	I	was	playing	Tooth	and	Nail,	I	tried	a	lot	of	different	options	because	I	was	trying	to	not	use	the	click	as	well	–	I	tried	the	visual	metronome,	but	that	wasn’t	working	for	me	either.	I	couldn’t	look	at	the	music,	then	the	thing,	it	wasn’t	tying	together	properly.	So	I	ended	up	having	a	click	track	but	just	using	a	really	small	in	ear.			M:	I	think	it’s	just	something	players	need	to	practice,	being	musical	with	that	annoying	thing	in	their	ear	and	I	know	it’s	not	ideal.		K:	I	actually	found	it	easier	being	musical	in	a	way,	because	I	was	comfortable	that	I	was	in	the	right	place.	Anyway	-	now	I’m	not	classifying	you	as	this	in	any	way	–	but	what	are	your	thoughts	on	the	term	“indie	classical”?		M:	Like	any	label,	it’s	not	inherently	good	or	bad.	But,	when	people	clamour	to	associate	all	these	things	with	it,	it	starts	to	lose	meaning.	Or	starts	to	ascribe	meaning	to	your	work,	or	attributes,	that	are	not	true	–	they	stop	listening.	That’s	what	bothers	me	about	labels.	With	indie	classical,	I	like	the	implication	that	it’s	independent	classical	because	that	phrase	does	describe	what	I	do	-	in	the	same	way	that	“indie	rock”	before	it	became	a	big	thing,	described	independent	rock.	I	feel	myself	to	be	a	composer	who	is	trying	strange	things	but	who	is	rooted	in	classical	tradition.	However,	I	don’t	like	it	as	a	catch-all	for	what	people	are	doing.	I	feel	like	I’m	often	seemingly	post-minimal.	On	its	own	that	term	is	not	bad,	it	implies	that	people	are	inspired	by	the	minimalist	tradition	but	are	taking	it	to	a	new	place.	It	is	also	limiting	because	I	feel	like	I	am	inspired	by	these	spacey,	Icelandic,	Nordic	composers	or	English	composers	who	are	sometimes	writing	this	very	thorny	material	and	I	want	to	feel	free	to	use	that	–	and	I	am	free	to	use	it,	but	people	so	often	associate	me	with	this	American	post-minimal	thing.	This	has	never	been	true	about	my	music	but	I’ve	become	attached	to	it.	Again,	I	have	trepidation	but	I	like	the	idea	of	the	independent	classical	movement.			K:	For	me,	with	what	I’ve	written	so	far	–	which	is	about	a	third	of	my	paper	–	is	a	lot	of	background	and	relating	it	to	scholarly	literature.	I’ve	come	to	a	conclusion	so	far	that	perhaps	it’s	both	an	ethos	and	a	genre.	Most	of	the	people	I’ve	spoken	to	so	far	really	like	the	idea	of	indie	classical	as	an	ethos,	which	is	what	you	were	talking	about	in	terms	of	doing	things	your	own	way,	but	when	it	gets	turned	into	a	genre	is	when	it	becomes	very	problematic.	Okay,	so	that’s	half	way	through	and	the	next	section	is	more	about	effective	performances	and	organising	events.	Do	you	want	to	take	a	break?			M:	No,	I’m	fine	–	but	do	you	want	more	coffee?		K:	That	would	be	super,	thanks.			(Short	pause	in	interview)		
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K:	How	can	the	performer	of	your	music	most	effectively	present	your	work?			M:	Do	you	mean	on	a	program,	or	in	terms	of	a	performance?			K:	I’m	going	to	go	through	specifics	later,	but	this	is	a	more	of	a	broad	question…	so	that	I	don’t	immediately	provide	examples,	if	you	know	what	I	mean?		M:	It’s	sort	of	a	broad	question,	I	feel	like	they	can	just	practice!	(Laughs)	A	lot!	You’re	going	to	have	to	be	more	specific.			K:	No	worries.	Just	sometimes	people	can	come	up	with	something	completely	different	from	what	I	have	written	down,	but	they	are	a	bit	broad.	Are	there	desirable	aspects	in	the	player’s	interpretation	or	the	technical	realisation	of	your	music	during	a	performance?			M:	Yeah!	I	mean	just	a	total	commitment	is	important,	it’s	like	good	karaoke,	right?	You	can	do	anything	you	want	as	long	as	you’re	totally	committed.	You	can’t	do	whatever	you	want	in	my	music	but	that’s	the	idea.	I	remember	being	in	school	and	we’d	have	orchestral	readings	of	our	new	orchestral	pieces,	and	the	players	would	have	a	very	easy	passage	but	they	would	sort	of	shrink	back	–	everything	was	like,	mezzo	forte	and	they’d	have	no	commitment.	And	if	they	played	Beethoven,	even	if	they	hadn’t	played	it	before,	they	seemed	to	say	“Oh,	I	get	this”.			K:	Yeah,	“forte	means	play	strong”.			M:	Yeah,	“forte	means	play	strong”,	this	pattern	of	accents	means	this	–	I	wish	they	could	bring	that	same	sort	of	daring	and	confidence	to	new	work.	Because	it’s	often	that	we	just	want	the	same	thing	-	if	you	get	it	wrong,	and	the	composer	is	standing	there,	we	will	tell	you.	Or	you	could	go	get	a	recording	that	someone	else	has	done	and	have	an	idea	of	what	the	composer	wants.	I	just	would	like	to	see	more	initiative	on	the	part	of	the	performer	to	make	it	their	own,	and	taking	some	risks	in	their	interpretation,	in	order	for	it	to	come	alive.			K:	It’s	funny,	I	would	say	a	lot	of	my	colleagues	from	my	undergrad	would	be	sort	of	similar	–	I	often	find	it	the	other	way	right	though.	Like,	there’s	so	many	rules	for	this	piece	and	stylistic	considerations,	while	still	trying	to	bring	my	own	interpretation.	I	feel	a	bit	more	free	playing	newer	music	as,	firstly,	the	composer	is	still	alive	and	I	can	read	up	about	what	they	wrote	about	the	music,	or	listen	to	current	recordings	they	have	probably	worked	on.	I	know	I	don’t	have	to	perform	it	exactly	like	this,	but	this	is	probably	a	good	guide	on	what	they	wanted.	People	also	probably	haven’t	heard	this	before	so	much,	so	I	feel	like	I’m	more	free	to	take	risks,	if	that	makes	sense.			M:	Yeah,	it	does!	And	that’s	sort	of	the	ideal	attitude.	There’s	a	person	who’s	alive,	who	might	be	standing	in	front	of	you	in	the	first	rehearsal	–	don’t	see	that	as	a	negative!	Use	that	to	give	the	best	performance	possible,	and	come	to	it	with	questions	and	ideas	of	your	own.	That’s	the	other	thing	–	I	feel	like	a	lot	of	performers,	because	they	don’t	realise	that	the	composer	maybe	hasn’t	expressed	the	idea	in	the	most	ideal	way	in	the	score,	so	there’s	tonnes	of	room	in	the	interpretation	or	for	small	changes	to	be	made.	As	the	composer	might	be	standing	there,	there’s	this	idea	that	what	they’ve	written	is	somewhat	sacrosanct	and	they	have	to	perform	what’s	on	the	page.	Instead	of	saying,	“This	is	super	awkward,	could	we	do	it	like	this?”	I	have	rarely	received	those	comments	from	players,	there’s	this	idea	that	they	have	to	play	what’s	written,	and	that’s	what	being	a	good	flute	player	means.	But	if	it	doesn’t	sound	good,	that’s	probably	not	what	the	composer	wants!			K:	Are	there	any	aspects	that	should	be	avoided	in	the	interpretation	or	technical	realisation?		
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M:	Sometimes	I	run	into	performers	who	apply	a	very	romantic	way	of	playing	that	is	not	really	in	the	spirit	of	my	music	–	that	may	sound	contradictory	to	everything	I	just	said,	however.	That’s	a	very	specific	instance	and	it	doesn’t	happen	very	often	but	sometimes	players	can	have	a	very	“schmaltzy”	interpretation.	I’ve	written	a	lot	of	that	into	the	music	-	so	in	terms	of	rubato	or	tempo	changes	or	instrumatic	shifts	–	I	feel	like	it	is	about	finding	that	balance.	I	want	players	to	have	their	own	interpretation	but	I	don’t	feel	that	I	often	want	a	super	romantic	interpretation,	because	that	doesn’t	feel	very	personal	either.			K:	Would	that	possibly	be	related	to	like	rhythmic	stuff?		M:	It	is	mostly	rhythm	and	there	are	sometimes	clichés	in	performance	that	I’m	not	interested	in.	Particularly	in	string	and	wind	players,	there	are	certain	tropes	that	come	up	in	their	playing	that	I	want	to	avoid	–	but	still	their	own	personality	to	come	through.			K:	I	totally	get	that	–	this	is	exactly	what	the	school	wants	me	to	ask	about.	Do	you	have	a	specific	example?		M:	It	happens	mostly	in	orchestral	music.	I	had	a	piece	done	a	couple	of	years	ago	and	there	was	this	clarinet	solo,	and	it	was	schmaltzy	in	its	interpretation	and	there	were	a	lot	of	liberties	taken	in	the	rhythm.	It	was	a	soaring,	independent	line	–	I	had	to	be	like,	“I’m	glad	that	you’re	going	for	it,	but	you’re	not	the	most	important	thing	going	on	right	now;	you	pop	up,	and	then	return	down	into	the	texture”.	It	doesn’t	happen	that	much	but	that	would	be	the	only	thing	that	I’m	not	interested	in.			K:	You’ve	probably	heard	this	a	number	of	times,	but	I	was	thinking	of	Debussy	or	one	of	the	impressionists	who	hated	that	sort	of	thing	–	they	would	say,	just	play	what’s	on	the	page!	I	don’t	want	any	other	things!	And	people	assume	it	to	be	the	most	free	and	romantic	music,	but	they	would	say	“Just	play	what	I’ve	written”.		M:	It’s	really	true	with	opera	singers	too.	I	try	to	write	in	a	lot	of	freedom,	there	are	moments	where	they	can	be	very	free,	but	if	I’ve	written	that	you	should	be	precise	then	you	need	to	be.		K:	Agreed.	Are	there	general	stylistic	conventions	that	you	would	like	followed	in	the	performance	of	your	work?	For	example:	other	romantic,	classical,	baroque,	jazz,	rock,	or	other	performance	conventions	that	you	find	desirable	in	performance.		M:	Sure,	but	I’ll	always	put	that	in	the	score.	I’ll	often	directly	reference	a	certain	style	if	that’s	what	I’m	going	for	–	I’ll	say,	baroque,	rock	out,	or	hard	core.	These	are,	I	think,	really	useful.	On	the	whole,	I	wouldn’t	say	I	want	all	my	string	music	to	be	played	with	a	baroque	articulation,	but	if	I	do	then	I	will	include	that.		K:	I	personally	find	the	descriptions	in	your	music	great,	it	was	a	lot	easier	to	connect	with	your	music	when	you	wrote	things	like	“wild”	rather	than	just	fortissimo.		M:	Because	that	also	leaves	room	for	you	–	because	“wild”	implies	a	dynamic,	articulation,	and	a	certain	approach	to	tempo.	I	mean,	with	a	click	track	there’s	not	a	huge	amount	of	room	for	tempo	but	at	least	the	idea	is	speared	there.	With	fortissimo,	that’s	only	one	small	piece	of	it.			K:	I	like	the	way	you	wrote	that	in,	because	I	found	it	a	lot	easier	to	connect	with	what	you	wanted	emotionally	from	the	music.	What	other	factors	would	you	consider	to	contribute	to	an	effective	live	performance	of	your	music,	and	how	so?			
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M:	I	think	programming	is	really	important.	Sometimes,	I	feel	like	my	music	is	put	on	programs	where	it	makes	absolutely	no	sense.	There	are	certain	unifying	factors	that	actually	aren’t	unifying	factors	–	I’m	often	asked	to	be	on	programs	of	all-female	composers.	I	mean,	this	is	not	a	good	principle	for	a	concert	for	many	reasons.	Or	“this	is	all	music	written	in	the	last	five	years”	–	I	mean,	oky,	that’s	exciting,	but	you	need	to	have	something	beyond	that	that	connects	all	these	pieces.	My	favourite	concerts	recently	have	been	where,	well	I’m	just	thinking	of	one	where	Jennifer	Ko	played.	She	commissioned	a	piece	from	me	called	“Dissolve	all	my	Heart”	for	violin,	which	was	based	on	the	Bach	Chaconne.	She	then	programed	it	with	the	Bach	Chaconne,	and	it	was	a	combination	of	old	and	new	work	that	worked	supremely	well.	I	feel	like	people	underestimate	the	way	that	contemporary	music	can	work	on	programs	of	older	pieces	in	the	repertoire	–	it	just	opens	the	door	for	all	this	amazing	programming,	instead	of	all	just	new	work.			K:	It’s	good	to	hear	that,	as	it’s	something	that	I’ve	done	in	the	first	four	concerts	of	my	concert	series.	The	earliest	piece	was	from	the	mid-80s,	but	more	and	more	I’m	thinking	I	want	to	find	older	works	that	can	be	programmed	effectively	with	these	kinds	of	works.	I	saw	the	Calidore	String	Quartet	in	Subculture	yesterday,	and	they	played	Haydn	and	then	some	Caroline	Shaw,	and	that	worked	perfectly	together.	They	were	saying	Caroline	wrote	the	piece	as	sort	of	a	homage	to	Haydn’s	string	quartet	and	stuff,	so	that’s	something	I	would	really	like	to	explore.		M:	Or	what	about	a	program	where	there	are	four	contemporary	works,	but	then	one	piece	by	Bach?	Or	one	movement	of	Beethoven’s	sonata	that	somehow	programmatically	works?	I	don’t	think	it	has	to	be	all	or	nothing,	or	chronological	–	there’s	all	these	things	that	we	do	that	don’t	actually	make	sense.			K:	My	biggest	particular	thing	is	programming,	I	really	like	keeping	it	very	conceptually	tight	in	terms	of	the	music	rather	than	labels.	That’s	another	thing;	I’m	playing	Nico	Muhly’s	“Keep	in	Touch”	which	he	writes	based	on	the	Chaconne	formula.	I’ll	keep	going,	sorry.	How	does	the	choice	of	and	set	up	of	the	venue	contribute	to	an	effective	performance?		M:	Like	everything	else,	I	think	every	aspect	of	the	performance	has	to	be	considered.	It’s	a	performance,	and	people	are	looking	at	you	on	stage	and	it’s	a	visual	as	well	as	an	aural	experience,	and	that	needs	to	be	taken	into	consideration.	I	also	feel	that	you	can	have	great	programming	at	a	bar,	and	you	can	have	terrible	programming	in	a	stuff	concert	hall.	It’s	not	that	one	is	inherently	better	than	the	other.	There	just	needs	to	be	consideration	for	amplification,	and	if	there	is	a	mix	of	both	how	does	this	work	on	the	program?	There’s	a	lot	of	technical	considerations	that	can	either	make	or	break	a	concert.			K:	What	would	be	an	ideal	venue	and	set	up	for	your	music?		M:	I	don’t	know!	Every	piece	I	write	would	thrive	in	a	different	way	–	I	love	strange	venues	and	unconventional	spaces.	So,	I	feel	like	I	would	love	to	play	in	like	an	abandoned	silo	in	the	middle	of	the	country	for	ten	people	at	a	time	or	outside	in	a	strange	aqueduct	or	something	that	has	great	acoustics.	I’m	really	attracted	to	those	types	of	spaces.			K:	We’re	a	bit	more	than	halfway	through	this	section,	just	letting	you	know.	How	important	are	the	following	event	organisation	aspects	for	an	ideal	performance	of	your	music:	curation,	promotion	and	marketing,	facilitation	/	running	of	the	concert?		M:	I	think	it’s	all,	obviously,	super	important.	You	need	to	curate	the	audience’s	whole	experience;	how	did	they	find	out	about	the	event,	what	images	did	you	use,	etc.	I	sometimes	get	frustrated	because	I	feel	you’ll	work	really	hard	on	a	show	and	at	the	last	minute	it	will	be	
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undermined	by	the	presenters	for	a	stupid	reason.	We’ve	all	had	this	experience	where	it’s	like,	“Oh	by	the	way,	the	concert	is	actually	four	hours	long	and	your	section	is	at	the	end!”	It’s	like,	this	is	a	bad	decision.	Concerts	over	two	hours	long	should	just	not	happen.	Well,	not	all	concerts	over	two	hours	long	-	I	was	part	of	a	great	four	hour	concert	at	Carnegie	Hall	that	celebrated	Meridith	Monk	and	there	was	this	great	atmosphere	of	people	walking	in	and	out,	and	that	was	super	exciting.	In	general,	I	often	feel	that	those	things	are	not	considered.	Or	like	“Okay,	you’ve	programmed	this	concert	on	a	Thursday	night	and	it’s	at	the	same	time	as	a	huge	football	game	in	town”,	you	just	have	to	think	about	these	things.	Or	programming	something	on	Easter	Sunday	–	nobody	is	going	to	come!	I	feel	like	those	mistakes	are	made	a	lot	and	it’s	frustrating.			K:	The	concerts	that	I	do,	at	the	moment	they	are	sort	of	more	rock	style.	So	I	play	for	half	an	hour,	then	a	half	an	hour	break,	etc.	It	gives	the	audience	time	to	get	drinks,	and	chat,	and	appreciate	the	music.		M:	I	think	that’s	great,	but	it	really	has	to	be	planned	and	considered.			K:	Especially	when	I	was	a	kid,	like	in	youth	orchestras	that	went	three	hours	–	we	weren’t	the	best	musicians,	and	people	would	not	want	to	listen	to	our	arrangements	for	three	hours.	I	remember	one	that	went	for	three	and	a	half	hours	and	the	whole	audience	was	basically	asleep.	Okay,	next	question.	How	important	is	modern	technology	and	production	techniques	to	the	performance	of	your	music?	This	can	include	aspects	such	as	amplification,	projected	visuals,	lighting,	and	other	stage	production.			M:	The	audio	engineering	is	the	most	important	thing,	just	taking	the	time	to	do	a	proper	sound	check	and	working	with	people	who	know	what	they’re	doing.	I	think	this	is	another	way	that	things	are	unnecessarily	undermined	at	the	last	minute,	if	you	have	someone	who	doesn’t	understand	the	technology	or	doesn’t	take	the	time	to	sound	check.	You	really	have	to	plan	these	things	in	advance,	but	everything	else	helps	–	like	great	lighting,	but	it	all	is	very	important.		K:	What	are	your	thoughts	on	projected	visuals?			M:	I	love	it;	I	use	it	a	lot	with	my	band.	I	do	things	sometimes	that	are	used	just	for	the	sake	of	it,	but	the	content	is	not	as	strong	as	it	could	be.	If	it’s	something	that	is	considered	and	makes	sense	with	the	music,	then	it’s	great.		K:	The	last	show	that	I	put	on	had	a	different	sound	guy	who	I	had	for	the	first	three,	and…	yeah.	That	was	a	big	problem,	and	all	the	reviews	were	like	“It	was	great!	But	the	sound…”	It	was	all	out	of	my	control,	I	got	there	3	hours	before	door	even	opened	but	ended	up	sound	checking	for	half	an	hour.			M:	I	had	that	recently	at	the	Composer	Portrait	Concert	at	the	Miller	Theatre	at	Columbia.	This	guy	just	had	no	idea	what	he	was	doing,	the	sound	guy,	and	we	went	on	stage	for	an	interview	in	the	middle	of	it	and	it	took	him	ten	minutes	to	turn	on	our	microphones	just	to	talk!	We	were	just	standing	there	and	I	couldn’t	even	make	a	joke	to	the	audience	because	they	couldn’t	hear	me!			K:	I	hate	that	sort	of	thing	-	it’s	like,	do	you	want	me	to	go	turn	on	my	own	microphone?	Anyway,	what	sort	of	audiences	would	you	like	to	see	at	concerts	appreciating	your	music?			
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M:	I	mean	the	widest	possible	audience,	I	really	don’t	like	the	idea	that	classical	music	is	just	for	rich	white	people.	It	feels	really	wrong	to	me	and	I	don’t	think	that’s	something	that’s	addressed	nearly	enough,	and	it’s	something	that	bothers	me	about	the	scene.	I	would	love	for	people	to	come	with	no	preconceived	notions	of	who	I	am	or	what	I’m	trying	to	do,	I	want	people	to	come	to	an	open	mind.	That’s	one	of	the	reasons	I	started	an	ensemble	–	I	wouldn’t	call	it	a	band	–	if	you	say	to	someone,	“I	have	this	band”,	they	become	open	and	receptive	to	all	these	weird	things	that	I	could	do.	If	you	say	to	someone	that	you’re	a	composer,	the	walls	come	down	and	it’s	like	the	trash	compactor	scene	in	Star	Wars	and	their	expectations	become	smaller	and	smaller.	I	think	presenting	it	in	a	way	where	people	can	relax	and	be	open-minded,	and	not	feel	like	they	need	a	college	degree	to	listen.		K:	By	calling	our	group	a	band,	we’ve	ended	up	playing	on	stage	with	heavy	metal.	But	people	will	come	up	to	you	after	and	say	“That	was	totally	cool,	so	prog”,	or	whatever.	If	people	don’t	have	a	preconceived	notion	beforehand	I	think	they’d	be	a	lot	more	open.	So	second	last	question	–	thinking	specifically	with	these	audiences	in	mind,	are	there	any	further	aspects	that	could	be	facilitated	to	provide	a	more	effective	performance	of	your	music	by,	a)	the	performer,	or	b)	the	event	organiser	/	curator?			M:	I	think	finding	a	way	to	keep	ticket	prices	low,	and	to	target	a	larger	and	wider	audience.	This	is	easier	said	than	done,	I	know	it’s	what	everyone	wants	but	it’s	very	tricky	to	make	everything	add	up	–	but	that	should	be	the	goal.	And	there’s	all	sorts	of	free	concerts	popping	up	everywhere	which	I	think	is	great.	Even	at	Miller	Theatre,	where	they	have	a	lot	of	concerts	where	you	have	to	pay	to	go,	they	also	have	free	pop	up	concerts	at	lunchtime.	There’s	people	doing	really	smart	things.			K:	What	about	the	performers,	is	there	something	they	could	do?		M:	To	bring	in	a	wider	audience?		K:	Yeah,	or	make	it	a	more	effective	performance	for	the	sort	of	audiences	that	you	would	like.		M:	I	don’t	know,	as	I	don’t	think	the	music	needs	to	change	to	bring	in	a	wider	or	more	diverse	audience.	I	think	that’s	actually	a	mistake	that	people	make	in	feeling	like	to	reach	more	people	they	have	to	dumb	this	down.	Or	do	some	silly	antics	to	draw	people	in	–	it’s	like,	no,	just	play	the	work	and	people	will	respond	to	that.	People	respond	to	virtuosity,	even	if	you’ve	never	been	exposed	to	it	before.	And	virtuosity,	not	in	terms	of	playing	faster	or	louder,	but	being	really	good	and	focused	and	bring	a	lot	of	amazing	skill.	Our	band	found	that	when	we	played	in	Detroit	on	our	first	tour,	it	was	in	this	gallery/club	thing	where	we	went	on	at	1am	–	we	were	like,	oh	my	god,	nobody	is	going	to	listen	and	it’s	going	to	be	awful.	But	our	violinist	just	dug	into	it,	and	people	were	like	wow!	That	was	a	huge	lesson	for	me,	people	respond	to	virtuosity,	as	I	said,	and	you	just	have	to	present	it	the	way	it	is.			K:	I	really	agree	with	that	and	it’s	really	good	to	hear	you	say	it.	It’s	not	about	the	music,	but	how	it’s	being	sold	or	promoted,	which	is	a	very	difficult	thing.	Do	you	think	there’s	anything	that	the	event	organiser	or	curator	can	do?	You’ve	already	mentioned	that	but	it’s	just	the	next	thing	written	here,	so	just	keeping	ticket	prices	low.		M:	And	just	keeping	this	in	mind.	It	really	bothers	me	that	I	go	to	The	Met	and	it’s	just	the	same	people,	I	feel	like	there	has	to	be	a	better	way	to	bring	in	a	larger,	more	diverse	audience	and	keep	ticket	prices	low.	I	know	I’m	not	an	expert,	but	we	cannot	just	be	complacent	with	presenting	this	music	to	the	same	people	all	the	time.			
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K:	Okay.	In	relation	to	each	other,	how	important	or	influential	are	the	following	to	an	ideal	performance	of	your	music:	a)	the	composer,	b)	the	performer,	c)	event	organisations	such	as	venue	promotion	or	marketing	curation,	d)	audio	and	visual	personnel,	and	e)	the	audience	itself?			M:	Like	what’s	the	most	important?			K:	Not	one	has	to	be	more	important.		M:	Okay,	if	you	don’t	have	good	music	then	nothing	else	really	works.	If	you	don’t	have	a	good	performance	then	nothing	else	really	works	either.	But	beyond	that,	all	the	other	stuff	like	the	way	its	promoter	and	the	presenter	is	equally	important.			K:	Just	with	the	audience	in	mind,	from	an	audience-centric	view,	what	sort	of	part	do	you	think	they	play	in	the	whole	music	process?			M:	If	you’re	not	connecting	to	an	audience	then	there’s	really	no	point	–	it’s	essential	to	every	part	of	the	process.	I	think	about	the	audience	all	the	time,	am	I	being	wilfully	obtuse	here?	Or	am	I	being	accessible	for	the	sake	of	being	accessible?	I	feel	like	my	job	as	a	composer	is	to	provide	a	path	through	this	jungle	of	notes,	and	to	find	a	way	to	bring	the	audience	in	and	then	make	them	feel	open	and	receptive	enough	to	listen	to	some	strange	and	complex	ideas.			K:	Awesome,	that’s	a	great	answer.	It’s	funny	because	I	sort	of	got	that,	but	when	I	was	DJing	as	well,	I	would	read	interviews	with	really	famous	and	they	said	their	job	was	half	and	half	between	playing	what	the	audience	wants	to	hear,	but	the	other	half	to	introduce	them	to	new	music	and	ideas	that	they	may	not	have	come	across	before	which	they	may	be	receptive	to.	If	you	have	too	much	of	one,	you’re	a	sellout	and	people	will	know	what	you’re	going	to	do	–	but	too	much	of	the	other	and	they’ll	tune	out	and	maybe	leave.	But	that’s	the	end	of	the	questionnaire	and	thank	you	very	much!		 	
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Chris	Perren	Interview	conducted	by	Kieran	Welch	with	Chris	Perren,	in	person.	Brisbane,	Australia,	3	January	2015.		Kieran:	Um,	starting	off	with	sort	of	more,	it’s	in	two	sections,	so	the	first	section’s	about	your	sort	of	context	and	philosophy	and	stuff,	and	the	second	section’s	more	about	effective	performance			Chris:	Okay.		K:	So	the	first	question	I	have	for	you	is	“How	would	you	describe	your	musical	career?”	and	I	can	give	you	some	examples	if	that’s	too	vague	as	well.			C:	My	musical	career...	I	would	say	that	I	am	a	composer...	(Pauses)	Yeah.	(Laughs.)	But	there	are	a	few	facets	to	it	I	guess.	I	do	play	and	I	don’t	really	consider	performing	to	be,	you	know.	An	important	reason	why	I’m	doing	what	I’m	doing.	It’s,	yeah.	And	I	guess	I’ve	started	to	call	myself	a	video	artist.	I	guess.	But	I	think	the	composer	thing,	that	also	encompasses	producing	music,	you	know,	on	the	technical	side,	and	also	doing	not	just	music	for	music’s	sake	but	music	for	media,	and,	yeah.	Jobs.			K:	I	think	all	composers	have	to	do	that.			C:	Yeah	(laughs).			K:	Awesome.	Second	one	is,	how	would	you	describe	the	style	of	music	you	create?	And,	uh,	feel	free	to	provide	multiple	answers,	like	you	have	a	lot	of	different...			C:	Mmm.	(Agreeing).	Well	I	think	probably	my	music	is	pretty	diverse,	but	there	are	a	few	threads,	and	I	think	probably	the	threads	are...	that	I	really	like	music	which	is	rhythmically	complex	in	a	way	that	is	not	just	complicated,	but	complex	that	it’s	sort	of	grown	from	mathematical	ideas.	Um...	I	also	like	music	to	be	very	evocative	and	very	–	uh	–	affective.	So	that	runs	through	my	music.	Um,	but	also	I’d	say	my	music	is	not,	not	of	a	very	alienating	–	I	try	to	keep	it	so	that	most	people	can,	can	be	moved	by	it	without	needing	any	sort	of	extensive	education.	So	yeah.	And	the	touchstones,	I	guess,	are	minimalism,	post-minimalism,	and	recent,	like,	post-rock,	math	rock,	those	sorts	of	things.			K:	Yeah.	So	then,	just	from	extension,	that	describes	the	sort	of	projects	you’re	involved	with	at	the	moment?			C:	Sure!	Well,	there	is	Nonsemble,	which	is	a	chamber	ensemble	which	is	fully	notated,	and	performed	by	septet	and	we	do	live	performances.	There	is	also	my	video	work,	which	is	often	not	live	performances,	it’s	electronically	generated	and	shown	in	virtual	spaces...	such	as	the	Internet.	(Both	laugh).		Um,	what	else	do	I	do?	I	also	have	purely	electronic	music	projects	which	I	just	sort	of	often	sampled,	out	of	or,	you	know,	chopped	up	recordings	and	things	like	that,	and	that	ends	up	being,	I	guess	it’s	kind	of	–	automatic,	but	it’s	also,	you	know,	within	an	electronic	tradition.	Um,	yeah,	I	guess	they’re	the	main	ones.	I	don’t	know.	I	forget	sometimes,	what	I’m	doing.	K:	Do	you	think	the	music	you	–	oh,	well,	you’ve	already	said	that,	but	do	you	think	the	music	you	create	fits	in	with	or	shares	aspects	in	common	with	any	musical	genres	or	movements?		C:	Yeah,	definitely.	And	I	didn’t	really	think	about	that	much	before	I	did	my	Ph.D,	which	I	guess,	doing	my	Ph.D	I	had	to	identify	these	dialogues	that	I	was	part	of,	so	I	guess	definitely	
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like,	that	idea	of	sort	of,	I	guess	“avant	garde”	styles	–	rock	music,	and	post-minimalist	music	are	the	main	ones.	Yeah.			K:	Awesome.	Uh,	now	this	is	one	I	sort	of	struggled	to	word,	so	I’ve	got	a	couple	of	different	ways	if	the	first	one	doesn’t	quite	make	sense.	“Where	do	you	think	the	music	you	create	fits	in	stylistically	and	socially	in	relation	to	today’s	society?	In	a	more	metaphorically	[sic]	way,	where	would	you	position	it	on	the	musical	landscape?”		C:	Yeah,	okay.	Um,	I	think	that...	it	is	somewhere	in	between,	you	know,	that	maybe	the	landscape,	you	can	put	a	few	different	spectrums	on	it.	There’s	very	difficult,	very...	music	which	is...	written	to	push	boundaries	and	to	be	difficult	to	listen	to	and	to	explore	ways	of	structuring	music	which	are	unknown.	That	music	I	think	is	at	one	end	and	the	other	and	this	maybe	is	you	know,	like,	popular	music	and	my	vernacular	community	music	which	is	sort	of	not	designed	to	be	groundbreaking	in	a	new	way	or	different,	it’s	designed	to	be	very	easy.	And	I	think	my	stuff	is	somewhere	in	between	those	things	and,	which	puts	it	in	a	like	–	and	for	me	I	do	think	a	lot	about	the	social	and	cultural	space	which	is	somewhere	where	people	aren’t	alienated,	it’s	sort	of,	maybe	there’s	a	democratic	sort	of	philosophy	behind	that	and	I	want	the	music	to	be	a	communal	and	participatory	thing	as	well,	so	I	feel	like,	yes,	I	want	to	make	music	that’s	innovative	and	interesting	but	I	don’t	sort	of	want	to	make	sure	that	it’s	easy	enough	for	people	to	digest	that,	uh-	and	familiar	enough,	to	people,	that	–	there	can	be	a	participatory	sort	of	community	around	it.			K:	Awesome.	That’s	a	great	answer.	Uh,	what	are	the	major	influences	of	the	music	you	write	–	and	this	could	include	genres,	musical	genres	or	movements,	other	artists	and	composers,	other	music	and	artistic	works,	all	works	like	dance	or	science	or	philosophy.		C:	Sure.	Well	maybe	I’ll	think	about	artists,	‘cause	I	feel	like	we	already	talked	about	genres.	Uh,	there’s	an	artist	called	Nick	Zammuto	who	used	to	be	in	a	band	called	The	Books,	and	he’s	probably,	like,	been	one	of	my	biggest	inspirations	because	his	music	is	so	wide	ranging	in	the	way	that	it	innovates,	and	it	is	so	accessible	and	the	end	product	is	so,	um,	it’s	just	so	affective.	You	don’t	need,	sort	of,	to	engage	your	brain	the	whole	time	to	get	it.	All	of	these	innovations	are...	you	know,	like,	they’re	perceived	intuitively.	You	don’t	need	to	have	gone	to,	like,	a	music	university	to	understand	it.	So,	you	know,	he	uses	a	lot	of	interesting	samples	in	his	work,	he	also	uses	interesting	polyrhythm,	and	he	also	has	a	very	interesting	approach	to	music	production-	you	know,	sampling	from	various	sort	of	bits	of	wood,	and	you	know,	like,	tubes	and	things.	So	I	feel	like	those	three	aspects	are	so	unrelated	and	yet	they	come	together	in	his	music.	And	each	of	those	three	things	is	so	innovative	–	no-one	else	is	doing,	you	know,	like,	pushing	the	envelope	in	any	of	those	directions,	and	he	(sic:	doesn’t)	managed	to	not	alienate	people.	I	think	that’s	incredible.	So	yeah,	he’s	one.	Maybe	on	the	more	classical	side	I	was	really	inspired	by	people	like	Steve	Reich,	John	Adams,	maybe	well,	Nico	Muhly	to	some	degree...	Yeah.	I	feel	like	they’re	showing	a	way	into	a	musical	language	which	doesn’t	need	to	be,	ah,	harmonically	sort	of	difficult,	but	can	still	be	surprising	and	unusual.			K:	Definitely.	How	strongly	would	you	identify	your	philosophy	of	musical	output	with	the	following	points	–	that’s	probably	sort	of	the	wankiest	section,	but	I	didn’t	write	these	points,	they	come	from	another	book.	So	firstly,	challenging	barriers	between	high	and	low	styles.			C:	Yeah,	very	strong.		K:	Questioning	the	mutual	exclusivity	of	elitism	and	populist	values.		C:	Absolutely.	Yeah,	definitely.		
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K:	Considering	your	music	not	as	autonomous	but	relevant	to	cultural,	social	or	context?		C:	Mmm,	most	definitely.		K:	You’ve	already	said	most	of	these,	actually.	Including	quotations	of,	or	references	to,	music	of	many	different	traditions	and	cultures?		C:	I	feel	like	that’s	less	strong	in	my	practise	than	the	other	things	you	mentioned,	but	it’s	definitely	there.			K:	Embracing	pluralism	and	eclectisism.		C:	Definitely,	yep.		K:	Is	there	anything	else	sort	of	related	to	those	sort	of	things	that	you	might	want	to	discuss?		C:	Mmm...	maybe	just	the	aspect	of	community,	which	is	sort	of	containing	that,	but	I	feel	like	it’s	a	separate	point.	Is	there	something	about	[pauses]	I	guess,	sort	of,	it’s	related	to	A	and	B,	but	it’s	not	really	mentioned,	but	the	idea	that	not	just	the	elitist	and	populist	values	is	challenged,	but	the	hierarchy	of	composer-performer-audience	is	challenged	as	well?		K:	Yeah,	definitely.			C:	So,	allowing	your...	Like,	as	a	composer,	not	feeling	like	God	in	a	rehearsal	room	and	the	performers	and	such	are	your	pawns,	do	your	bidding	no	matter	how	difficult	or	impractical,	I	think	that’s	silly.	So	yeah,	that’s	–		K:	Definitely.	I	got	this	list	from	a	book	that	was	written…	maybe...	ten	years	ago?	On	postmodernist	music.		C:	It’s	a	good	list.		K:	Well,	um,	there’s	actually	sixteen	points.			C:	Ah!			K:	Those	are	the	ones	that	I’d	quite	like...	most	strongly	want	to	study.	I	don’t-	think	he	meant	the	not	autonomous	type	sort	of	related	to	that,	but	I	think	that’s	something	that	I	think	I’ll	add	to	that	list.			C:	Yeah,	it’s	good,	like	they	definitely,	I	mean	they	feel	like	poles	on	a	spectrum	against	modernist	music.		K:	Okay.	So	how	has	current	technology	influenced	your	musical	taste	and	output?	For	example,	does	the	Internet	affect	how	you	design	music,	or	the	breadth	of	your	musical	interests,	does	this	affect	the	music	you	write?		C:	Yeah,	well,	um...	in	answer	to	the	basic	question,	definitely...	Uh,	I	think	that	technology	especially	for	me	in	production	technology	and	the	tools	we	use	definitely	affect,	to	a	large	degree,	what		I	end	up	listening	to.	I	think	the	Internet	does	make	a	difference,	but	perhaps,	less,	you	know,	how	the	music	ends	up	sounding	and	more	in	the	way	that	the	music	is	aligned	culturally.	And	it	does	definitely	affect	what	I	listen	to,	for	sure.	But,	yeah.	To	me	I	think	it’s	
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less	about	the	Internet	and	more	about...	sorta	different	ways	of	delivering	music	on	the	production	side	of	doing	this.	And	performance	as	well.	Yeah,	well...	I	don’t	know.	Difficult.	It	all	affects,	all	technology	affects	what	I	do	massively,	I	think	that	in	another	technological	landscape	my	music	would	be	unrecognisable	from	what	it	is.	I’m	a	hundred	percent	sure	of	that.			K:	Well,	just	going	back	to	the	Internet	quickly,	just	one	of	the	hypotheses	I’m	forming	is	that	the	whole	indie	classical	tradition	is	actually	so	incredibly	based	on	the	Internet,	the	fact	that	we	can	[inaudible,	Chris	laughs]	get	SO	many	different	styles	just	like	that,	listen	to	it	and	put	them	in	our	playlist,	and	it’s	not	hierarchical,	or	anything.	And	there’s	no	sort	of	elitism,	or	anything,	attached	to	the	Internet	any	more,	you	know	what	I	mean?	And	it’s	sort	of	making	sense?		C:	Yeah,	definitely.	Yeah,	maybe	that	affects	me	in	a	way	which	I’ve	never	really	considered.	I’m	worried	that	the	microphone	is	there.		K:	Oh,	no,	it’s	not.		C:	It’s	not?		K:	It’s	here.			C:	Sorry,	I	was	just	like...	this.	Uh...	yeah.	I	think	that’s	true.	Perhaps	what	the	Internet	does	as	well	is	allows	people	to	connect.	I	mean,	from	my	own	upbringing,	I	had	no	connection	to	classical	music	through	my	schooling,	through	my	family,	through...	any	of	the	groups	that	I	was	sort	of	part	of	growing	up,	and,	definitely	like,	my	first	contact	with	really	innovative	music	happened	through	the	Internet.	And	perhaps	the	Internet,	you	know,	that	was	certainly	the	first	time	I	made	music	and	showed	it	to	people,	was	on	forums	on	the	Internet.	And	so,	maybe	through	that,	there	was,	you	know,	like...	kinda,	through	that,	was	grown	a	feeling	in	me,	that	I’m	allowed	to	do	this.	Which	may	have	not	existed,	if	I’d	–	I	feel	like–	you	know,	you	don’t	do	things	that	you	don’t	feel	like	you’re	allowed	to	do.	I	think	maybe	without	the	Internet	people	who	haven’t	been	born	into	classical	music	may	not	feel	allowed	to	participate	in	it.			K:	And	that’s	the	thing	that	I	was	kind	of	predicting.	I	don’t	know	if	that’s	correct	or	not,	it’s	just,	uh-			C:	I	think	it’s	a	pretty	good	hypothesis.	Yeah,	for	sure.		K:	Uh,	and	then	the	last	one	in	this	section,	so	this	far	–	uh	–	how	important	are	long	term	logical	aspects	such	as	amplification,	effects,	and	prerecorded	accompaniments	to	your	composition,	and	you	did	sorta	answer	this	one	a	bit	–		C:	Mmm.	I	think,	very	much,	very	much	important.	But	also,	like,	there	are	two	sides	to	it,	because	I	think	on	one	side	of	it	is	it	has	become	so	integral	and	you	can	do	so	much,	and	almost	to	not	take	advantage	of	that	is,	like,	a	waste,	then	at	the	same	time	I	feel	like	in	my	practise	I	have	an	impulse	to...	make	a	decision	not	to	use	things,	at	times...	and	you	know,	definitely	with	Nonsemble	it	feels	like	sometimes	what’s	more	interesting	is	to	not	amplify	and	not	do	what’s	possible	but	what	is	immediately	available	to	the	instrument.	Available	in	the	room,	and	you	know,	in	the	space	between	an	instrument	and	a	listener’s	ears,	like	what’s	possible	there.	This	is	a	really	interesting	question,	and	that	question	has	been	interesting	for	
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thousands	of	years.	But	it’s	even	more	interesting	now,	because	it’s	such	a	decision	to	do	it,	because	it’s	actually	not	the	norm	any	more.		K:	Things	like,	technological	developments	in	the	Classical	period	just	used	what	was	most	like,	new,	because	it	could	be	louder.		C:	That’s	right.	[Laughs]	Yeah.	So	it’s	an	interesting	time	for	that	reason.		K:	So	um,	yeah.	Just	a	little	postscript	to	that	–	if,	slash	when,	you	do	your	prerecorded	material	delay	effects,	what	are	your	opinions	on	the	performer	using	an	in-ear	click	track	for	performance?		C:	I	find	it	preferable	to	not	do	that,	just	because,	as	much	as	you	know,	like	we’ve	become	creatures	of	technology,	and	it’s	basically	a	part	of	our	body,	I	think	there	are	certain	uses	of	technology	that	are	still,	well,	more	alien	than	more	traditional	ways	of	doing	things,	and	that	can	affect	performances	I	think	in	unusual	ways.	And,	so	yeah,	I	think	that,	you	know,	there’s	just	something	weird	about	that	–	not	just	click	tracks,	but	anything	coming	through	headphones,	then	you’ve	got	your	whole	world,	your	whole	soundworld	split	in	two.	And	that’s	so	weird,	I	think.	I	don’t	know,	maybe	there	is	a	way	you	can	get	used	to	that	and	perform	absolutely	to	the	standard	that	is	necessary,	but,	yeah,	I	don’t	know.	Maybe	I’m	a	bit	of	a	Luddite,	but	I	try	and	avoid	it	if	I	can.	But	having	said	that,	I	often	can’t	avoid	it,	and	it’s	necessary,	so	we	do	it	because	the	end	result	is...	worth	it.		K:	So	this	section,	yeah,	as	I	said	before,	relates	more	to...	?	performance	and	organisation.	So,	firstly,	how	can	a	performer	of	your	music	effectively	present	your	work?	Now	that’s	quite	a	vague	thing,	I’m	going	to	structure	it	more	later,	but	I	would	like	to	?	that	I	have.		C:	Okay,	sure.	Well,	I	think	the	first	thing	that	I	think	about	with	that	question	is	that	I...	a	lot	of	composers	who	are	similar	to	me	and	probably	myself	as	well,	have	a	contradiction	in	their	?	about	this,	because	I	think	that	post-modern	composers	feel	very	much,	feel	very	strongly	about	allowing	the	performer	to	have	total	freedom.		K:	Yep.		C:	And	allowing	the	events	to	drive,	the	thing,	and	you	know,	just	having	complete	flexibility	in	how	something	ends	up.	And	also	not	worrying,	if	there’s	no	good	or	bad	way	to	do	it?,	it’s	just	the	way	that	it	is	and	that’s	fine.	It’s	very	Buddist,	very,	sort	of	Zen.	But	then,	so	a	lot	of	composers	say	that,	but	when	it	comes	down	to	practise	often	there	is	an	incredible	amount	of	specificity	that	is	demanded	of	the	performers,	and	you	know,	Luke	comes	to	mind,	and	I	also	spoke	to	Leah	Kardos	about	this.	She’s	sort	of	like,	talking	about	how	she	embraces	these	imperfections	in	recordings	and	stuff,	and	yet	then	spends	hours	and	hours	and	hours	meticulously	mixing	and	editing,	which	I	think	is	a	weird	problem,	and	maybe	there’s	a	way	to	reconcile	it.	Personally,	I’ve	found	the	reconciliation,	I	think	the	tension	is	still	there,	and	I	don’t	know	what	that	means,	but	yeah.	So,	for	me	particularly,	I	think	the	answer	to	the	question	is	“by	doing	whatever	feels	right”.	Perhaps	in	practise	I’m	a	little	more	demanding,	but	I	don’t	think	I’d	be	as	demanding	as	Brian	Fernyhough.	Like,	you	know,	sort	of,	like,	somewhere	in	between	that	it	stops.			K:	Mm-hmm.	Are	there	desirable	aspects	in	the	player’s	interpretation?		C:	Desirable	aspects	in	the	player’s	interpretation...	I	think	for	me	I	like	for	the	player	to	understand	the	structure	of	the	piece,	and	interpret	it	with	that	knowledge,	because	then	the	
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details	become	contextualised,	and	even	if	the	details	are	different,	the	performer	knows	what	role	they’re	supposed	to	play,	and	as	long	as	they	get	that	right	I’m	happy.			K:	Second	being?	technical	realisation?		C:	Yeah,	I	guess	it’s	a	similar	answer,	just	I	prefer	the	spirit	of	the	music	to	be	followed	in	detail.		K:	Yep.	Are	there	any	aspects	that	should	be	avoided?			C:	Yeah.	The	thing	I	always	want	to	really	avoid	is	really	stiff	playing.	And	I	think	that	if,	usually	I’d	prefer	to	change	the	composition	if	it	means	it’s	going	to	flow	and	live	better,	than	keep	it	the	same	and	have	it	played	in	a	way	that	the	performer	is,	like,	tense.			K:	So...	would	it	be	a	leading	question	to	ask	if	you	would	lean	towards	something	manageable	rather	than	highly	virtuosic?		C:	Absolutely.			K:	For	that	reason?		C:	Yeah,	yeah.	And	I	mean,	I	love	to	give	virtuosic	parts	to	people,	but	if	it’s	not	going	to	come	off	with	complete	fluency,	then	I	don’t	know,	I’m	not	as	interested	in	it.		K:	Are	there	general	stylistic	conventions	that	you’d	like	followed	in	a	performance	realisation	of	your	work?	For	example,	are	there	elements	from	romantic,	classical,	Baroque,	rock,	jazz	or	other	genres	that	you	find	desirable	in	a	performance	of	your	music?		C:	For	sure!	Well,	having	grown	up	in	a	rock	world	I	find	certain	aspects	of	the	concert	hall,	especially	?	recitals,	to	be	very	uncomfortable	and	so,	you	know,	I...	some	scores,	pauses	between	movements	to	be	very	brief.	You	know,	the	kind	of	music	I’ve	grown	up	seeing	live,	it’s	very	awkward	for	me	to	hear	other	people	breathing	and	for	not	any	music	to	be	happening,	and	like,	yeah.	People	rustling.	[Laughs]	So	I	find	that	I’m	way	more	sensitive	to	that	than	perhaps	people	who	are	more	used	to	classical	performances.	So	I	like	for	there	to	be,	not	just	a	flow	in	the	music,	but	a	flow	in	the	way	that,	you	know,	like	the	audience	sitting	down,	and	the	silence	before	the	performance	and	after	the	performance,	the	way	that	that	all	works,	um...	I	find	that’s	really	important	as	well.	So,	yeah,	if	that	makes	sense.		K:	What	other	factors	would	you	consider	to	contribute	to	an	effective	live	performance	of	your	music?	So	excluding,	sort	of,	what	we’ve	already	discussed,	the	place’s	??	stylistic	conventions...		C:	Obviously	I	think	the	space	is	integral,	if	it’s	a	big	enough	space	that	it	needs	to	be	amplified	really	well	that	can	be	really	tricky	because	using	pickups	or	microphones	all	create	totally	different	sounds,	so…	it	has	to	be	something	that	compliments	the	music.			K:	Okay,	so	then	you’ve	already	answered	the	next	question	–	but	are	there	any	other	aspects	to	the	choice	of	setup	for	the	venue?	That	would	contribute	to	an	effective	performance	of	your	music?		C:	Definitely	not	too	stuffy.	I	like	the	idea	that	people	can	feel	free	to	clap	between	movements	and	feel	free	to,	uh,	and	maybe	I’ll	regret	saying	this,	but	feel	free	to	get	up	and	go	to	the	bar	
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halfway	through	a	piece.	But	I	mean,	at	the	same	time,	I’m	a	bit	more	of	a	snob	than	maybe	I	should	be,	and	it	shits	me	if	I	can	hear	people	talking	through	it.	So	there’s	limits	that	I,	yeah,	I	like	people	to	feel	casual	and	comfortable.		K:	So	do	you	think	the	venue	would	contribute	to	that?		C:	That’s	a	good	question.	I	mean,	the	venue	has	to	be	set	up	in	a	way	to	facilitate	that	to	–	if	you	play	in	a	classical	venue	you’re	going	to	already	feel	like	they	have	to	behave	a	certain	way,	and	that	might	break	the	casualness	of	the	occasion	unless	you	work	very	hard	to	set	it	up	and	in	such	a	way	that	people	feel	comfortable.	But	I	think,	you	know,	when	you	have	these	beautiful,	grand	venues,	statues	in	the	lobby,	and	like	wooden	archways	and	things	and	you’re	sort	of	like	“ah,	come	on,	really”	you	can’t	do	much	about	that.		K:	Yep.	What	would	be	an	ideal	setup	for	your	music?		C:	I	think	a	warehouse.	[Laughs]	That’s	my	favourite.		K:	Yeah.	How	important	are	the	following	aspects	for	an	ideal	performance	of	your	music?	Curation.		C:	Very	important.	Totally.		K:	Maybe	elaborate?		C:	[Laughs]	Sure.	I	think	curation	is	important	for	the	reason	that,	uh,	I	don’t,	I’m	not	so	confident	in	my	own	artistic	greatness	to	think	that	people	are	coming	to	a	concert,	getting	out	of	their	homes	and	coming	to	a	concert,	simply	to	hear	some	music	and	then	go	home	again.	That	is	like,	10%	of	the	reason	people	come.	They	come	to	be	seen,	they	come	to	see	other	people.	To	maybe	get	drunk.	They	come	to,	you	know,	like,	also	see	the	performers	perform,	because	maybe	they’re	their	friends	and	they	want	to	see	them	shine,	and	so	I	think	there’s	all	those	reasons.	And	curation	is	important	because	it	allows	you	to	shape	the	night	around	the	fact	that	you	understand	that	people	are	coming	to	have	a	good	night.	Not	to	hear	a	certain	piece	of	music,	although	that’s	important	too,	but	people	want	to	have	a	great	night	and	you	want	to	give	that	to	them.	And	that’s	your	job	as	a	musician,	not	just	as	an	organiser	but	also	as	a	musician	that’s	your	job.		K:	That’s	a	really	good	question,	I’d	actually	never	–	??	-	you’re	quite	right,	how	much	people	are	coming	just	to	hang	out	and	enjoy	the	night.	I	think	I	get	so	focused	on	the	music	and	how	much	I	love	the	music	at	times,	but	anyway.	Keep	going.	Uh,	B.	How	important	is	promotional	marketing	to	an	ideal	performance	of	your	music?		C:	In	this	city?	Very.			K:	(Laughs)		C:	I	mean,	it’s,	it	would	be	awesome	if	it	wasn’t,	‘cause	I	fucking	hate	it.	But	it’s	obviously	integral.	It	also	has	a	positive	function	in	the	sense	that	it	allows	you	to	brand,	you	know,	and	it	allows	you	to	construct	an	image	in	your	audience’s	mind	about	what	this	is,	culturally	–	is	it	something	that’s	very	modern,	or	something	that’s	very	traditional,	you	know,	you	can	construct	that.	And	so	that’s	nice.	Yeah.	I	don’t	really	like	it	but	I	think	it’s	essential.			
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K:	Final	one	for	this	question	-	How	important	is	the	facilitation/running	of	the	club	to	the	performance	itself?			C:	Mmm.	Yeah.	I	think	that’s	really	important.	Yeah.	Because	of	the	fact	that	it	can	be	very	distracting	for	something	to	be	disorganised.	At	the	same	time	I	like	to	find	a	middle	ground,	because	disorganisation	can	make	people	feel	comfortable.	So	there’s	this	sort	of	thing	where	you	don’t,	you	don’t	want	it	to	feel	like	some	sort	of	government-sponsored	multimillion	dollar	event.			K:	Yep.	At	8.28	PM	blah	blah.		C:	Yeah.	Exactly.	So	there’s	got	to	be	a	little	bit	of	looseness	but.	I	mean,	it’s	integral,	but	the	looseness	is	still	planned.	So	it’s	not	that	you’re	not	doing	it	well,	it’s	just	that	you	decide	to	what	degree	you’ll	allow	things	to	be	flexible.		K:	Yeah.	Definitely.	Number	8.	By	the	way	-	let	me	know	if	you	want	to	take	a	break,	or	anything.			C:	No,	it’s	fine.		K:	How	important	–	so	I’ve	already	asked	you	this	question,	but	this	is	now	specific	to	performance	of	your	music	and	I’ve	got	four	different	aspects.	So	how	important	is	modern	technology	and	production	techniques	to	performance	of	your	music?	This	could	include	aspects	such	as	amplification,	vector	visuals,	lighting	or	other	stage	production.	So	you’ve	already	answered	that,	but	if	there’s	anything	in	there.		C:	Maybe	just	a	point	to	mention	is	that	I	love	a	concert	that	has	no	lights	and	no	amplification	and	no	visuals	and	just…	people.	And	people,	like,	who	are	not	always	on	the	stage	but	just	next	–	I	think	that’s	an	incredibly	beautiful	way	to	do	a	concert.	And	in	a	way,	when	I’m	saying	that,	I’m	saying	they’re	not	important	–		K:	-	They	don’t	need	to	be	important?			C:	They	don’t	need	to	be	important,	no.	What’s	more	important	is	that	connection	with	the	audience.	So	if	you	use	those	things	to	give	a	more	rich	?	by	all	means	they	become	essential,	but	I	don’t	think	they’re	necessary	always.		K:	Would	you	think	that	maybe	it’s	…	harder?		I	mean,	if	it,	I	never	really	thought	about	it	that	way	but	I	can	see	that	being	an	incredibly	fulfilling	concept	if	done	properly.	But	would	you	say	that	things	like	the	amplification	and	visuals	and	lighting	and	stuff	are	sort	of	maybe,	for	want	of	a	better	word,	like	a	cheat’s	way	of	making	it	more	exciting?		C:	Maybe!	Yeah,	maybe.	But	when	it’s	more…	you	play	better,	because	it’s	more	natural.	It’s	more	like	a	rehearsal	room,	just	sort	of,	I	mean	this	is	a	weird	sort	of	throwback,	but	in	the	instrumental	rock	band	that	I	played	in	for	many	years	??,	whenever	we	could	we	tried	to	do	shows	that	were	not	amplified.	I	mean,	obviously	everything	was	amplified,	guitars	and	bass	were	amplified	and	vocal	–	we	didn’t	have	vocals.	So	we	would	try	and	just	have	the	drums	be	unamplified	and	then,	you	know,	just	balance	all	of	the	other	instruments	through	amps.	And	the	reason	that	we	tried	to	do	that	whenever	we	could	is,	even	though	it	wasn’t	as	loud,	the	vibe	was	always	so	much	better.	And	it	all	–	I	dunno,	there’s	something	about	that	that	removes	a	barrier	between	you	and	your	audience.	And	it	makes	you	play	better,	makes	you	play	tighter,	because	you’re	also	–	Maybe	remove	barriers	between	yourself	and	the	other	
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performers,	too,	the	way	you	interact	is	more	real,	maybe.	So	I	dunno.	I	think	that	sometimes,	I	mean,	using	amps,	projection,	visuals,	lighting,	all	that	stuff-	makes	it	more	difficult,	I	think	it’s	harder.	Especially,	with,	say,	projected	visuals,	people	fuck	that	up	so	much.	And	they	can’t	write	that	in	your	pieces.			K:	I	was	thinking	about	my	recital.	(Both	laugh)		C:	Well,	I	mean,	it’s	gotta	be	done	well	or	it’s	distracting.	That’s	the	thing	about	visuals,	is	that	it	has	to	be	done	as	seamless	as	every	note	in	the	music.	And	if	it’s	not,	then	people	will	–	and	they	might	not	listen,	they	might	look,	and	so	I	think	it	can	make	it	–	for	me	personally,	those	kind	of	effects	make	it	harder.			K:	Um,	okay…	yeah.	What	sort	of	audiences	would	you	like	to	see	at	concerts	featuring	your	music?		C:	Mmmm!	Well,	uh…	very	broad	audiences,	people	who	are…	interested	in	the	kind	of,	uh,	evocativeness	or	cinematicness	of	the	music	we’re	making	but	maybe	not	familiar	with	the	classical	scene	at	all,	I’d	like	to	see	them.		K:	Thinking	specifically	with	those	audiences	in	mind	-	are	there	further	aspects	that	could	be	facilitated	to	provide	an	effective	performance	by	either	the	performer,	the	event	organiser	or	curator	that	you	haven’t	already	mentioned?			C:	Um…	Sure.	Um,	I	think	just	–	minimising	the	awkwardness,	because	I	think	that’s	the	biggest	thing	that	happened	to	classical	concerts	that	classical	audiences	are	used	to	but	really	makes	all	the	classical	audiences	feel	very	uncomfortable.	So	just,	minimising,	I	know	that	it’s	very	difficult	because	you	need	to	tune	and	tuning	takes	time	and	is	very	sensitive	on	strings	for	example,	on	any	other…	You	know,	if	you’re	in	a	rock	band,	you	turn	on	your	tuning	pedal	and	it	takes	you	a	couple	of	seconds.	So	you	know,	I	mean	it’s	a	difficult	challenge,	but	really	reducing	the	time	that	those	sorts	of	things	take.	You	know,	you	finish	a	piece	and	you	immediately	move	onto	the	next	one.	Just…	things	like	that	are	important.	For	the	event	organiser/curator,	I…	Sometimes	I	think	the	language	of	classical	nuances	needs	to	be	toned	down	if	they	want	to	see	those	audiences	there.		K:	So	language	musically…	or?		C:		No,	not	so	much	musically,	more	language	in	the	marketing.	You	know,	like	the	way	that	things	are	spoken	about	as	being	like,	the	greatest	thing	ever	or	whatever.	Using	a	very	formal	kind	of	phrasing	for	things	and	stuff	like	that.	I	think	that	tends	to	turn	unfamiliar	audiences	off	it.	Which	is	kind	of	counter	intuitive.	You	expect	that	if	you	tell	somebody	“this	is	incredibly	sophisticated	and	amazing”	they	would	be	like	“I	must	go”	–	but	it	actually	is	more	like	–		K	–	end	up	feeling	intimidated	or	alienated	–			C:	Yeah.	So	I	feel	like	all	of	that	language	and	stuff	has	to	be	casual,	yeah.	That’s	what	I	think.			K:	And,	um	–	last	question	here.	In	relation	to	each	other,	how	important	or	influential	are	the	following	to	an	ideal	performance	of	your	music?	A)	the	composer	B)	the	performers	C)	event	organisation	D)	audiovisual	personnel	E)	the	audience?		
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C:	Mmm.	Yeah.	It’s	an	ecology,	isn’t	it,	really?	It’s	about	those	things	being	in	an	ecology.	I	don’t	know,	I	don’t	think	I	could	say	that	any	one	of	those	things	is	more	important.	Like,	I	was	going	to	be	cheesy	and	say	the	audience,	but	in	a	way	that…	they’re	just	part	of	the	ecology	as	well	and	it’s	still	important,	you	know,	because…	I…	again,	relating	it	back	to	the	rock	band,	rock	bands	want	to	please	their	audience,	being	in	a	rock	band	is	an	incredibly	social	thing	to	do.	You	do	it	because	you	make	lifelong	friends	and	you	tour	with	four	other	people	or	whatever.	You	develop	a	sort	of	a	friendship	with	those	people	that’s	very	unusual.	And	that’s	what	you	do	in	a	rock	band.	And	I	sorta	think	that,	yeah,	in	that	way	the	ensemble	has	a	similar	sort	of	reason	to	be	there,	because	it’s	a	social	thing	for	them	as	well.	So	in	that	way	the	audience	matters	less.			K:	Everyone’s	important	for	their	own	reasons,	maybe?		C:	Yeah.	It’s	like,	everyone	comes	to	this	place,	to	be	a	participant.	Everyone	has	their	own	reasons	to	be	there	and	it’s	all	equally	important.		K:	Awesome.	So,	if	you	use	or	have	used	computer	programs	to	compose	such	as	Sibelius,	did	they	influence	the	way	you	write?	Either	with	the	playback	function,	or	with	the	way	you	write?		C:	Yes,	definitely,	I	think	they	massively	influenced	every	aspect	of	it	just	with	what’s	possible	in	the	software	and	what	the	software	–	I	mean,	not	to	give	the	software	some	sort	of,	uh,	like,	sinister	sentience,	but	I	feel	like	it	wants	you	to	do	a	certain	thing.	Sibelius	wants	you	to	make	simple	kind	of	music,	music	which	is	very	linear	and	you’re	supposed	to	know	when	it	starts	and	when	it	ends	before	you	start	writing.	Things	like	that	I	think	are	interesting.	Whereas	with	pencil	and	paper	you	can	write	all	this	stuff	before	you	even	decide	what	instrument	it	is,	for	example,	where	if	it’s	on	Sibelius	you	have	to	make	these	decisions	first	before	you	start.	And	of	course	you	can	subvert	these	but	if	you’re	not	thinking	about	it	you	just	do	it	the	way	the	program	suggests.	Yeah.	I	do	try	and	transcend	that	influence,	either	by	just	being	conscious	of	it	or	um,	really	using	other	media	to	compose	so,	you	know,	I’ll	write	in	Logic,	write	instrumental	parts	in	Logic	and	then	input	them	into	Sibelius,	or	write	them	on	the	piano,	or	write	them	on	paper	and	then	go	back	and	forth	and…		K:	Awesome.	Could	you	please	describe	an	ideal	recording	of	your	music?		C:	I	think	that’s	hard	to	answer.	That’s	very	confusing.		K:	That’s	very	vague.	Depends	on	the	music.	Feel	free	to	give	multiple	answers.	I	do	have	a	few	different	sections	after	this,	though.		C:	Okay.	Well	maybe	I’ll	just	say,	like,	examples,	maybe	I’ll	try	and	think	of	contrasting	examples.	So	maybe,	um…	yeah,	maybe	the	best	attempt	–	so	the	first	release	was…	Anyway,	so	there	were	two	halves	to	it.	There	was	a	bunch	of	music	that	I	made	by	recording	improvisations	and	chopping	them	up.	Um,	and	that	was	what	it	was,	and…	you	know,	it	couldn’t	be	performed	live,	it	was	just	impossible.	And	the	other	half	of	it	was	those	exact	same	songs,	but	the	ensemble	liked	them	and	like	messed	around	with	them	and	got	those	compositions.	And	the	way	we	recorded	that	was	really,	like,	barebones.	We	set	certain	limits,	we	said,	like	no	editing,	mixing	obviously	we	had	to	do,	but	there	was	no	editing	of	takes.	So	we	did	however	many	takes	we	needed	to	get	a	good	one,	then	we	chose	which	one	was	the	best	and	then	mixed	that	and	no	editing.	And	so,	in	a	way,	those	two	ways	are	completely	opposite	but	I	think	they	were	both	right.	And	they	were	interesting,	in	that,	you	know,	the	
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music	ended	up	being	completely	different	even	though	they	were	the	same	“compositions”	in	inverted	commas.	Um,	yeah.	So	I	think	that’s	interesting.		K:	That’s	actually	fascinating	because	it	happens	so	much	with	a	lot	of	electronic	music	these	days.	Someone	like	Tycho,	apart	from	his	very	latest	album	which	he	took	into	in	the	studio	with	the	three	musicians	he	took	on	tour	he	would	spend	months	and	months	poring	over	around	on	the	floor	with	his	equipment	and	stuff	…	and	then	it	would	translate	to	a	live	performance	with	his	band,	but	I	think	his	second	to	last	album,	the	one	we	both	listened	to	a	lot,	was	the	most	fascinating	example	of	that.	It’s	so	textural	and	beautiful.	But	then	he	translated	it	into	a	three	person	band	for	live	performance.	(C)	And	it’s	a	different	thing.	Okay.	So	maybe	if	we	can	talk	about	Nonsemble	then,	and	I’ll	go	through	these	aspects.	Because	you	sort	of	touched	on	something	that	was	really	interesting.	So	with	Nonsemble,	on	the	Go	recording.	Would	you	prefer	it	be	recorded	live	style	in	one	take?		C:	Mmm.	Well,	I	think	the	piece	is	right	for	about	ten	minutes,	and	I	mean,	Go	Seigen,	I	feel	like	that	needed	to,	if	not	truly	be	recorded	in	one	take,	it	needed	to	sound	like	it.		K:	Okay.	How	would	you…	how	much	would	you	like	done	to	the	recording	post-production?		C:	For	something	like…	Go,	very	little,	because	so	much	work	was	put	into	getting	it	right	as	an	ensemble	and	I	like	the	idea	that	it	wouldn’t	need	much,	and	it’s	perhaps	going	to	translate	best	without	much.	But	at	the	same	time	we’ve	done	other	things,	like,	songs.	Which	I	really	want	to	go	crazy	on	post	production,	you	want	to	like,	mess	that	up	(Both	laugh)	It	totally	depends	on	the	piece,	and	it	totally	depends	on	how	it’s	going	to	be	listened	to	–	you	know,	like,	I	expect	that	Go	will	be	something	that	people	will	put	on	and	listen	to	in	a	fairly	meditative	space,	but	we	record	these	songs	and	make	them	quite	processed	that	it’s	going	to	be	something	that	people	put	on	their	Spotify	playlist	hopefully	and	listen	to	one	at	a	time	in	amongst	other	music.	That	sort	of	thing.			K:	3	–	what’s	your…	you’ve	sort	of	described	it,	but	maybe	going	from	a	more,	composer	ideal?	What	do	you	think	is	your	preferred	instrumentation	to	you	from	some	examples	in	the	orchestra,	medium,	mixed	ensemble,	solo,	stuff	like	that.			C:	It’s	hard.	I	really	like	–	at	the	moment	I	really	like	working	with	strings,	just	because	I	guess	Nonsemble	was,	I	guess,	the	heart	of	it	is	the	strings,	and	I	found	that	to	be	such	an	interesting	journey	and	I’m	still	learning	so	much	about	how	strings	work	and	how	they	sound	and	the	textures	that	are	possible,	and	after	having	known	very	little	about	them	four	years	ago…	um,	and	so	I	want	to	continue	that	journey,	just	because	that’s	where	I’m	at.	That	doesn’t	mean	that	I’m	biased	towards	strings	as	an	instrument,	just,	you	know,	at	the	moment	I	can	get	more	out	of	that	for	myself,	I	enjoy	it	more,	whereas	like,	woodwind	and	brass	I	actually	just…	I’m	with	them	where	I	was	with	strings	four	years	ago,	and	maybe	I’m	not	ready	to	start	that	journey	again.	Voices	as	well…	voices	I	hear	uh,	composers	who	are	also	singers	writing	for	voices,	and	it’s	just	the	most	beautiful	thing	and	it’s	like	hey,	I	like	to	try	and	learn	to	accept	when	something	is	not	in	my	skillset	and	for	that	sort	of	thing	I	just	don’t	reckon	I	could	do	that.	I	would	really,	really	have	to	work	hard	to	do	it,	to	contribute	in	the	way	that	those	composers	can	contribute	with	that	instrument.		K:	What	about,	sort	of,	size	of	ensemble?		C:	I	like	smaller	ensemble,	because	it’s	sort	of	easier,	easier	to	work	with,	and	more	each	individual	gets	to	be	themselves.	You	can	hear	an	individual	player’s	style,	which	is	nice.		
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K:	Last	question	–	we’ve	sort	of	answered	this.	Sort	of,	not	really.	Have	you	been	part	of	any	cross-disciplinary	collaboration?	Or	included	cross-disciplinary	aspects	with	a	performance	of	your	music?	Please	elaborate	on	your	experiences	and	how	the	collaboration	affected	the	presentation	of	your	music.		C:	Yeah,	I’ve	done	a	lot.	And	in	a	lot	of	it,	the	music	has	been	secondary	to,	say	a	theatre	show,	or	that	kind	of	stuff.	In	that	I	don’t	really	think	about	it	as	a	presentation	of	music	at	all,	I	feel	like	people	are	going	to	walk	out	hopefully	without	even	having	heard	the	music	but	kind	of	felt	it.	Maybe	what’s	more	relevant	to	your	question	is	performing	music	for	music’s	sake,	which	has	been,	you	know,	there’s	bits	of…			K:	As	well	for	indie	classical	music	–	like,	it’s	definitely	an	aspect…	and	the	visuals	was	one	thing	you	mentioned	earlier	as	well	–	like,	I	mean,	I	might	ask	you	about	the	process	of	commissioning,	getting	the	live	visuals	for	Go.		C:	Sure.	Because	I	do	visuals	myself	I’m	a	bit	of	a	control	freak	and	I	find	it	difficult	to	commission	visuals,	so	I’m	like,	I	want	it	to	be	exactly	what	I	see	in	my	mind.	But	I’m	not	actually	that	good	at	it,	I	just	know	what	I	like.			K:	I’m	the	same	with	DJing.	Every	mix	that	I	do,	I’m	like,	I	want	it	to	sound	exactly	like	this.	And	when	I	hear	another	DJ	I’m	like	that’s	shit	because	it	doesn’t	sound	like	this,	but	it	would	take	me	days	of	work	to	sound	like	that	person.	But	sorry,	continue.			C:	Yeah!	But	it	is	that	thing,	it’s	sort	of	like,	it’s	difficult	to	collaborate	with	somebody	who	does	an	artform	that	you’re	kind	of	familiar	with	yourself.	I	think	it’s	easier	to	collaborate	in	a	world	where	the	two	people	have	their	own	roles	but	only	have	a	little	bit	of	knowledge	about	each	other’s	craft.	But	definitely,	I	think	that’s	more	fun.	But	yeah,	definitely,	like	I	guess	the…	yeah.	I	mean,	that’s	why	I’m	a	control	freak.	Because	I	think	that	it	affects	massively	how	the	music	is	perceived	–	visuals	do,	so	I	try	and	make	sure	I	trust	the	visualist	but	also	try	and	embrace	a	bit	of	that	philosophy	of	“however	this	goes,	might	not	be	how	I	wanted	it,	but	it	might	still	be	awesome.”			K:	Well…	thank	you.		 	
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Appendix	4:	Jonathan	Kramer’s	16	Characteristics	of	Postmodern	Music	According	to	Jonathan	Kramer,	postmodern	music:		 1. is	not	simply	a	repudiation	of	modernism	or	its	continuation,	but	has	aspects	of	both	a	break	and	an	extension;	2. is,	on	some	level	and	in	some	way,	ironic;	3. does	not	respect	boundaries	between	sonorities	and	procedures	of	the	past	and	of	the	present;	4. challenges	barriers	between	'high'	and	'low'	styles;	5. shows	disdain	for	the	often	unquestioned	value	of	structural	unity;	6. questions	the	mutual	exclusivity	of	elitist	and	populist	values;	7. avoids	totalizing	forms	(e.g.,	does	not	want	entire	pieces	to	be	tonal	or	serial	or	cast	in	a	prescribed	formal	mold);	8. considers	music	not	as	autonomous	but	as	relevant	to	cultural,	social,	and	political	contexts;	9. includes	quotations	of	or	references	to	music	of	many	traditions	and	cultures;	10. considers	technology	not	only	as	a	way	to	preserve	and	transmit	music	but	also	as	deeply	implicated	in	the	production	and	essence	of	music;	11. embraces	contradictions;	12. distrusts	binary	oppositions;	13. includes	fragmentations	and	discontinuities;	14. encompasses	pluralism	and	eclecticism;	15. presents	multiple	meanings	and	multiple	temporalities;	and	16. locates	meaning	and	even	structure	in	listeners,	more	than	in	scores,	performances,	or	composers.		Source:	Kramer,	Jonathan	D.	“The	Nature	and	Origins	of	Musical	Postmodernism.”	Postmodern	
Music/Postmodern	Thought.	New	York:	Routledge,	2002.	16–17.		
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Application Form for Ethical Clearance for  
Research Involving Human Participants 
 
For review by: Medical Research Ethics Committee (MREC) 
Behavioural	&	Social	Sciences	Ethical	Review	Committee	(BSSERC)	
 For Staff and Student Research 
 Refer to last page for website and other information, including mailing address 
    
                                             Please tick boxes: 
MREC  BSSERC  
 
Full Review  Expedited Review  
 
ALL QUESTIONS MUST BE ANSWERED 
• minimum 12 point font 
• define any acronyms and abbreviations used 
 
Project Title: 
 
Context and effective performance of contemporary indie classical music 
 
Principal Investigator: Mr Kieran Welch 
Staff Noº/Student Noº: 
(cross out if not relevant) 
42299514 
 
Co-Investigator/s:  
 
Project Co-ordinator (or    
authorised contact) 
 
 
 
Supervisor/s: (if applicable) Dr Robert Davidson 
Ms Lisa Grosman 
 
Schools/Departments: School of Music 
 
 Telephone Fax Email 
Contact details of Principal 
Investigator 
0405197021  kieranwelch@gmail.com 
kieran.welch@uqconnect.edu.au 
Contact details of Project  
Co-ordinator or authorised contact 
   
 
Degree Enrolled (if student): 
 
MPhil in Music Performance 
Funding Body:  
 
If Project Funded - What year?  
                               - Reference no. if available 
 
 
CLEARANCE NOº 
(office use only) 
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Project Location: School of Music, UQ St Lucia 
 
Project 
Duration: 
Two (2) years  
A.		Is	this	submission	identical	or	very	similar	to	a	previously	approved	protocol?																					NO	
    
      If YES, please provide clearance noº and indicate whether identical or very similar):______________________ 
_____________________________________________________________________________________________ 
 
B.  Does this submission hold other ethical clearance?                                                                    NO 
       Note: Copies from other AHEC registered ethics committees must be attached.  
 
C.  Are you applying for Expedited Review?                                                                                    NO 
       Note: Please see UQ Guidelines page 10 for the conditions necessary to qualify for Expedited Review.           
 
D.  Is the project a Clinical Trial (eg, a trial of a drug, device, therapy, intervention,                  NO 
       treatment, etc) ? [refer to end of this form dealing with “clinical trials”]                                                 
       If YES, please specify:_______________________________________________________________________ 
 
  
PLEASE ANSWER ALL OF THE FOLLOWING QUESTIONS: 
 
1) Who are the participants or informants?:  eg, Children, University students, or other persons.  
     Note:  Details of inclusion/exclusion criteria including approximate number (provide justification), age range, and     
                 male/female ratios are required. 
Approximately eight composers and/or performers who are eminent in the field of indie-
classical music. Up to six stakeholders in the music production process, that is managers, 
promoters, record label owners and venue owners who are highly involved with indie-classical 
and/or contemporary western art music in general. Ages of participants are expected to vary 
from early twenties to late sixties, and ratios between male and female are likely to be relatively 
even. 
 
 
2)	Special	Groups		The	National	Statement	has	identified	certain	groups	with	specific	ethical	considerations.		Researchers	must	take	special	care	to	protect	the	interests	of	these	groups	if	they	are	in	any	way	involved	in	the	project.		Those	groups	include:	pregnant	women	and	the	foetus	(Ch	4.1);	children	and	young	people	(Ch	4.2);	people	in	
dependent	or	unequal	relationships	(Ch	4.3);	people	highly	dependent	on	medical	care	(Ch	4.4);	
people	with	cognitive	impairment,	intellectual	disability,	or	mental	illness	(Ch	4.5);	people	involved	in	
illegal	activities	(Ch	4.6);	Aboriginal	and	Torres	Strait	Islander	peoples	(Ch	4.7);	people	in	other	
countries	(Ch	4.8);	other	cultural	and	ethnic	groups.	
 
In preparing your research project and application for ethical clearance, you should investigate thoroughly, through 
consultation with supervisors, colleagues in your school and other professional groups/organizations, how these 
special groups may or may not be represented in your research and if participation in this research could have a 
negative impact on members of any of these groups.  
 
Note: If participation of special groups is a focus of the research, the protocol can not qualify for expedited review (unless 
other current HREC clearance is held and a copy provided). 
2a) Aboriginal and Torres Strait Islanders Group 
 
Specify the level of participation that Indigenous Australians will have in this research (as members of the research 
team, or as members of the group to be researched): 
  					no	participation	 																								some	participation	possible	or	likely																											focus	of	the	research	
              □                                                      ✔                                                                □ 
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Please	explain	your	choice:	
Because of the nature of the indie-classical scene, and western art music composition in general, 
participants are highly likely to not be of Aboriginal or Torres Strait Islander descent, as most of 
the developments in both fields occur and have occurred in the USA and Europe. Aboriginal 
and Torres Straight Islander people are not the focus of the research and the research does not 
deal with issues that are likely to raise ethical concerns. Should a person of Aboriginal or Torres 
Strait Islander background elect to participate in the research, and ethical concerns arise, the 
Aboriginal and Torres Strait Islander Unit at the University of Queensland will be contacted for 
advice. 
 
 
If Indigenous Australians may be involved (2nd or 3rd response box above), what strategies will be used 
to address their needs and interests?  [For guidance with this part of Q2a on indigenous and cultural 
issues, please refer to the NHMRC and AIATSIS codes of ethics for research with indigenous people.  
For further advice please contact the UQ Aboriginal and Torres Strait Islander Studies Unit.] 
 
Please specify your strategies: 
 
2b) People in Australia belonging to other cultural or ethnic groups 
 
Are there any ethical considerations that may arise as a result of collection from other cultural or  
ethnic groups in Australia? [for example, are there any particular customs, practices, or conditions  
which should be taken into account]:                                                                                                        NO 
 
 
If YES, please provide details: 
 
Have you consulted anyone with knowledge to provide guidance?  Who?: 
 
2c) People in overseas countries 
 
Does your project involve data collection in an overseas country?:                                                         YES 
 
 
If YES, what ethical considerations may arise as a result of such data collection, which are different from 
those arising from data collection in a general Australian context? [for example, are there any particular 
local laws, customs, practices, or conditions which should be taken into account?]: 
Because the composers and stakeholders are drawn from very similar musical and social 
cultures to our own (The USA and the UK), there are no foreseeable ethical considerations that 
may arise from data collection in a general Australian context. 
 
Have you consulted anyone with knowledge to provide guidance?  Who?: 
 
2d) Other Special Groups 
 
Does your project involve any of the other special groups (listed above in the introduction to Q2)?:    NO 
  
If YES, please answer the following: 
 
Specify the group/s: 
 
What is the level of their participation: 
 	 																									some	participation	possible	or	likely																											focus	of	the	research	
                                                                       □                                                                □ 
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What strategies will be used to address their needs and interests? 
 
Please specify your strategies: 
 	
 
3a) Participant recruitment details: Please provide exact details of contact. 
 
I will be directly contacting composers, performers and stakeholders who are eminent in the fields of indie-
classical and contemporary western art music. I will initiate contact with the participants via email, and if the 
participant consents following this I may also conduct telephone or face-to-face interviews at their 
convenience. Use of personal and professional contacts will also be used. 
 
3b) Does recruitment include disclosure of personal information (eg, mailing list, names,                NO 
contact details, etc) from another party or organisation to the researchers?   
If YES, please provide details. 
Note: disclosure of personal information from another party or organisation to the researchers, even if merely for the 
purpose of seeking initial expression of interest in the project, must be authorised by each individual to whom the 
information relates (unless it is a completely public database with unrestricted access).  Eg, Clinic X must not give to 
the researchers a mailing list of patients who might be potential participants for the project unless those patients have 
previously authorised such use and disclosure of their information to non-clinic parties. 
 
 
 
4) In EVERY-DAY or LAY LANGUAGE please provide a summary of the project – including aims and 
benefit:  This section MUST be completed in LAY LANGUAGE. 
This project is examining a genre of contemporary western art (classical) music, indie-classical 
music (also known as alt-classical music). As a working definition, indie-classical music is 
accessible, predominantly tonal new music, often produced on independent labels, and 
demonstrating signs of popular influence on classical structures. This project will examine the 
emergence and context of the genre, and also determine how to most successfully perform 
music written in an indie-classical vein. As there is little to no scholarly literature concerning 
indie-classical music, this project will contribute to literature in an underrepresented field.  
5) Give details of the research plan:    
     Note: The committee needs sufficient information to put into context the ethical considerations listed in later 
questions. 
     Note: This section should be completed in LAY LANGUAGE as much as possible so that it can be 
understood and appreciated by all Committee Members, including Lay Members. 
Note: For application to the MREC – please keep response to a MAXIMUM of 2 pages. 
The written aspect of this research will consist of qualitative, open-ended interviews conducted 
with composers, performers and stakeholders prominent in the fields of indie-classical music 
and contemporary western art (classical) music in general, concerning how to most effectively 
perform indie-classical music. This will include aspects such as the performer’s technique and 
stylistic interpretation, the venue used, and event organisation. Following analysis of these 
interviews, recurring and prominent themes will be interrogated in light of a literature review. 
Completed analysis will then be presented back to the participants to be member checked and 
ensure they are happy with how they are represented. Insights drawn from this research will be 
used in combination with practical study of pertinent compositions to inform the performances 
conducted as part of this project, to most successfully perform indie-classical music as per the 
suggestions of composers, performers and prominent figures in the movement. Finally, results 
of these performances will be synthesised and assist in drawing research conclusions. Data from 
participants will appear in the critical commentary as qualitative, anecdotal evidence. 
 
 
6) Give details of the ethical considerations attached to the proposed project:  
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There is a minimal to low level of risk attached to this proposed project, as the questions being 
asked are not of a sensitive nature. Participants will be informed that they are able to take breaks 
as needed, that counselling services are available should they wish to use them, and the 
participants will be free to withdraw at any time, for any reason without penalty. 
 
 
7a) How will informed consent be obtained from participants or informants? 
 
Participants will be emailed an information sheet to read and keep, and a consent form to read 
and return to myself. Participants will be given the option to read, review and seek further 
information regarding the project and their potential participation in it if they so desire. 
 
 
7b) “Gatekeeper” Approvals 
A “gatekeeper” or “permission-giver” is a person authorised to write a Letter of Authority and Recognition from an 
organisation of any type involved with the research, which gives permission to the researcher for access to the 
population under the “gatekeeper’s” or “permission-giver’s” authority.  
 
[For example, if you wish to conduct research in schools and the participants are the school teachers, then gatekeeper 
approval will need obtained from the relevant education authority (eg, Education Queensland) and the School 
Principals before you may approach those school teachers in recruitment. 
 
For example, if you wish to access staff from a private organisation, then similarly, gatekeeper approval will usually 
be required from senior personnel or an appropriate manager who is able to grant such access to approach that 
organisation’s staff in recruitment.] 
 
1. Are gatekeeper approval/s required for the research?:    NO 
 
2. If YES, who are the gatekeeper/s and how will their approvals be sought and obtained? (if gatekeeper 
approval/s have already been obtained, then please attach copy) 
 
 
 
 
8)  Provide details of procedures for establishing confidentiality and protecting privacy of participants or         
informants: 
 
There will be minimal opportunities for privacy breaches in this project. Participants will be 
informed at the beginning of the project that it is planned to identify them by name. A majority 
of anticipated participants are eminent musicians in their field, and identifying them by name 
will allow the project to refer to their specific performances, ensembles, and works. Participants 
will have the opportunity to review transcripts and research texts, and will be given the 
opportunity to change their participation to anonymous or withdraw if they are unsatisfied with 
how they are represented prior to publication of research. Any email correspondence will be 
conducted solely via a personal password protected email account, which will not be used on 
any public computers. Email addresses used will be ones available to the public domain, or if 
obtained via personal or professional contact, will only be stored in the above password 
protected email account.  
 
 
9) Researchers must ensure that all data, particularly data containing personal information (ie, information 
that can identify the person), are secure both at the point of storage and during transit.  Researchers must be 
aware of relevant legislation and guidelines governing privacy:- Information Privacy Act (Qld) 2009, Privacy 
Act (Cth) 1988, and Guidelines under S95 and S95A of the Privacy Act (Cth). 
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9a) Where will data be stored (eg, UQ office of researcher), and what measures will be taken to ensure 
security of data (eg, locked filing cabinets, computer hard-drive protected by password/encryption/de-
identification of data, etc)? 
 
All data will be stored on a personal computer hard-drive protected by password and remote 
access notification. All material will be destroyed after 5 years following the conclusion of the 
project; if electronic by secure deletion programme, or if physical by shredding. 
9b) Will data be stored on, or taken to, premises other than secure UQ premises (eg, researcher’s 
home)?:                                                                                                                                           YES 
 
If YES, then what measures will be taken to ensure security of data at these premises? 
 
Data will be stored on a personal computer protected by password and remote access 
notification. Computer will only be stored in secure private premises. 
9c) What measures will be taken to ensure security of data during transit? (eg, if data is on hard-
drive – protection by password/encryption/de-identification of data, etc). 
 
The material will be protected by password and remote access notification at the researcher’s 
home office. Any hardcopy data will be stored in secure filing in the researcher’s home office. 
9d) Will persons other than staff of the research team have access to the data?:                  NO 
 
If YES, then please specify these persons, state why these persons have access, and what provisions 
are in place to ensure the confidentiality of data by these persons. 
 
 	
 
10) In what form will the data be collected: 
        Note: Tick the most appropriate box:  
(i) Identified    ✔                        (ii) Potentially Identifiable    o                        (iii) De-Identified    o 
(ie, not able to be re-identified)  
 
 
11) In what form will the data be stored and/or accessed: 
        Note: Tick the most appropriate box:  
(i) Identified    ✔                        (ii) Potentially Identifiable    o                        (iii) De-Identified    o 
(ie, not able to be re-identified) 
 
 
12) Give details of how feedback will be available to participants or informants: 
 
Participants and informants will be notified that they are able to contact the head of the project 
at any time via email to provide their feedback. Participants will be given the opportunity to 
provide their email address in order to receive feedback directly from the researcher, should 
they so desire, at the time of consent. 
 
 
13) Does the project involve any of the following possibilities?  Answer YES or NO.  If YES, give details. 
 
a)    The trial or use of any medicine, drug, or other substance 
1.  Answer YES or NO.  If YES, provide details: NO 
 
2. Does this project require the submission of a Clinical Trial Notification/Clinical Trial Exemption (CTN/CTX) 
Form to the Therapeutic Goods Administration (TGA)?  [Refer to the TGA website for further information]: NO 
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b)    The trial of any device 
1.  Answer YES or NO.  If YES, provide details: NO 
 
2. Does this project require the submission of a Clinical Trial Notification/Clinical Trial Exemption (CTN/CTX) 
Form to the Therapeutic Goods Administration (TGA)?  [Refer to the TGA website for further information]: NO 
 
 
c)    The trial of any intervention, therapy, or treatment (whether medical, behavioural, physical, or other) 
NO 
 
d)    Any invasive procedures (eg, blood sampling) 
NO 
 
e)    Any diagnostic scans carried-out for the purposes of the project (including, but not limited to: MRI, NMR, 
       CT/CAT, X-Rays, etc).   
1. If YES, please list. NO 
 
2. Does your project involve the use of MRI?                                                                             NO 
 
NOTE: If using MRI at a hospital site (i.e. a facility with emergency services available on site during testing), 
you MUST have at least one staff who has current CPR certification and must have undertaken an emergency 
evacuation drill at least once a year. 
 
If using MRI at non-hospital sites, (e.g. UQ St Lucia Campus), you MUST have 2 staff who both have current 
CPR certification and they must have undertaken an emergency evacuation drill at least once a year. 
 
Does your project fulfil these mandatory conditions?                                                            YES/NO 
 
If NO, outline reasons for submitting your application without these conditions in place. 
 
3. Does your project involve exposure to ionising radiation?                                                      NO 
 
NOTE: If YES, the protocol MUST comply with the Queensland Radiation Safety Act (1999) and Radiation 
Safety Regulation (2010).  The legislation requires compliance with the Australian Radiation Protection and 
Nuclear Safety Agency’s Code of Practice for the Exposure of Humans to Ionising Radiation for research 
Purposes (ARPANSA 2005) (http://www.arpansa.gov.au/pubs/rps/rps8.pdf) and you MUST consult with the 
University Radiation Protection Adviser before submission. 
 
Does your project meet the guidelines of the Code of Practice?                                                 YES/NO 
 
Has the project been reviewed by the University Radiation Protection Adviser before ethics submission?          
YES/NO 
 
 
f)    The possibility of physical stress/distress, or discomfort 
1. to the participants: NO 
 
2. to the researchers/data collectors: NO 
 
 
g)    The possibility of psychological/mental stress/distress, or discomfort 
1. to the participants: Only the slight possibility of unforeseeable mild discomfort while answering certain 
questions. Participants will be informed that they are able to take a break from the interview process at 
any time, able to refuse to answer any question, and can terminate the interview at any point in the 
process. 
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2. to the researchers/data collectors: NO 
 
 
h)     Deception of/or withholding information from, participant at ANY stage of the project 
NO 
 
i)    Access, by the investigators, to data held by a Commonwealth Department or Agency (Please also specify the      
      number of records to be accessed) 
NO 
 
j)    Access, by the investigators, to data held by other bodies or people (Please also specify the number of records to  
      be accessed) 
NO 
 
k)    Access to data (eg, medical records), by other bodies or people not the investigators. 
NO 
 
l)   Use of questionnaires, interviews, or focus groups with questions or topics which are sensitive, have 
       potential to cause distress, or may reveal illegal activity 
NO 
 
 
14) Please Indicate What You Think Is The Level Of Risk For Prospective Participants Against The Scale        
Below:    Tick the most appropriate box. (Refer to the UQ Guidelines) 
  Extreme Risk  
  High Risk 
  Some Risk 
 ✔ Minimal Risk 
  No	Foreseeable	Added	Risk	Above	the	Risks	of	Everyday	Living	
 
 
15) Please provide details to assist the committee as to why you indicated the level of risk to prospective                 
participants or informants in the question above (Question 14): 
 
It is of minimal risk because participants will simply be answering non-invasive email questions 
about their work, from the comfort of their own home, and will be informed that they are able to 
take a break from the interview process at any time, able to refuse to answer any questions, and 
can terminate the interview at any point in the process. Due to the questions being non-invasive, 
non-sensitive and concerning work that the participant will have already publicly identified with, 
being identified poses minimal risk to the participant. Participants will have the opportunity to 
review transcripts and research texts, and will be given the opportunity to change their 
participation to anonymous or withdraw if they are unsatisfied with how they are represented 
prior to publication of research 
 
 
16) How has the possibility of withdrawal from the project been addressed?:  
       Note: Ensure that details and effects of withdrawal without prejudice AT ANY TIME have been considered and explained. 
                  Refer to the NHMRC’s National Statement section 2.2.19 – 2.2.20. 
Participants will be informed that they can choose whether or not to answer any questions, and 
are able to discontinue the interview process at any time of their choosing. Should a participant 
withdraw, the project will continue either with less participants, or by recruiting another. 
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17) Please note that this section must be completed for funded research or the application will not be  
      processed. 
 
17 a) Is this project receiving financial support to conduct the research?                                   NO 
                                                                                                                                                                (circle) 
 
 
17 b) If Yes, from what source(s)? 
 
 
17 c) Who will be administering the budget? 
 
 
17 d) Please provide details of the budget distribution.  (Or attach a copy of the budget statement.) 
 
 
17 e) Provide details of any other “in kind” support for the project or direct or indirect payment            
to any investigator: 
 
 
17 f) Please provide details of participant reimbursement for their involvement in the Project, if any: 
         Note: This could be cash payment, food vouchers, free services, or movie passes, etc. 
 
 
 
18) In undertaking this research do any “conflict of interest” issues arise?  NO 
       If YES, please provide details.   
        Note: Conflict of Interest may arise, for example, because a researcher, or someone close to the researcher, stands to benefit                         
financially from the research or the carrying out of the project or because inconsistent or incompatible obligations exist.  
                    Refer to section 5.4 of the NHMRC’s National Statement: 
    
 
 
 
19) Is the project a multi-centre or site project?  NO 
If YES, provide the name of the principal ethics committee. Please provide copies of any conditions or 
requirements placed by other AHEC registered Human Ethics Committees: 
        Note: The Principal Ethics Committee is the Institutional Ethics Committee where the budget is to be administered. 
 
 
 
 
20a) Some projects may involve permits from National Parks & Wildlife in relation to collection of data and         
Native Title issues.  How have you addressed this issue?:  (Refer to the UQ Guidelines) 
Not Applicable 
 
 
 
20b) Does the project require biosafety clearance?                                                                        NO 
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Context	and	Effective	Performance	of	Indie	Classical	Music	
PARTICIPANT	INFORMATION	SHEET	
	
About	the	project	
This	project	aims	to	explore	the	context	of	a	particular	branch	of	contemporary	post-genre	
music,	for	simplicity	labelled	here	as	indie	classical.	The	project	will	also	determine	how	to	
best	present	and	most	successfully	perform	music	written	in	this	vein.	This	will	be	done	by	
interviewing	composers,	performers	and	stakeholders	prominent	 in	 the	genre,	as	well	as	
an	 anonymous	 survey	 of	 audience	 members	 from	 the	 principal	 investigator’s	 own	
concerts.	Prominent	themes	from	these	interviews	will	then	be	ascertained	and	applied	to	
further	performances	of	the	music	undertaken	by	the	researcher.	The	outcome	of	this	will	
be	superior	presentation	and	performance	of	indie	classical	music,	and	a	promotion	of	the	
field	 in	 general.	 It	 is	 hoped	 the	 project	 will	 also	 help	 support	 and	 promote	 accessible	
contemporary	art	music,	and	engage	with	new	audiences.	
	
What	will	I	be	asked	to	do?	
You	will	be	asked	to	participate	in	an	anonymous	online	survey	relating	to	your	experience	
of	the	principal	investigator’s	concert.		
	
Who	else	will	be	involved?	
The	 researcher,	Kieran	Welch,	and	his	 supervisor	Dr	Robert	Davidson.	Other	participants	
include	a	selected	sample	of	composers,	performers	and	stakeholders	in	the	indie	classical	
scene.	
	
How	much	time	will	it	take	up?	
The	survey	should	take	approximately	10	minutes.	
	
Will	I	be	referred	to	by	name?	
No,	the	audience	survey	is	anonymous.			
	
What	risks	are	involved,	and	how	will	my	privacy	be	upheld?	
There	 is	 no	 greater	 risk	 associated	 with	 the	 survey	 than	 that	 associated	 with	 everyday	
living,	 as	 all	 responses	 are	 anonymous	 and	 only	 insensitive	 questions	 will	 be	 asked.	
Counseling	services	are	also	available	if	requested.	Any	data	provided	will	be	stored	in	the	
researcher’s	 secure	 office,	 on	 a	 password-protected	 computer	 with	 remote	 access	
notification	 if	 electronic,	 or	 in	 secure	 filing	 if	 hardcopy.	All	 data	will	 be	 securely	 deleted	
after	5	years	following	the	conclusion	of	the	study,	as	per	university	regulations.	
	
Can	I	change	my	mind	about	participating?	
School	of	Music	
Level	4	Zelman	Cowen	Building	
Telephone:	(07)	3365	4949	
Fax	Number:	(07)	3365	4488	
Email:	music@uq.edu.au	
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You	have	the	right	to	withdraw	at	any	point	until	the	final	submission	of	the	online	survey.	
However	 in	order	 to	preserve	anonymity,	participants'	data	cannot	be	 re-identified	once	
the	survey	is	completed	and	submitted,	and	therefore	is	unable	to	be	withdrawn.	
	
What	if	I	have	questions	or	feedback?	
You	 are	welcome	 to	 contact	 the	 researcher	 at	 any	 time	with	 any	queries	 you	may	have	
concerning	the	project.	Any	feedback	regarding	your	individual	participation	in	the	project	
or	 the	completed	work	 is	also	welcome	at	any	time.	To	do	so,	simply	email	 the	principal	
investigator	at	kieran.welch@uqconnect.edu.au.	
	
This	project	complies	with	 the	provisions	contained	 in	 the	National	Statement	on	Ethical	
Conduct	in	Human	Research	and	complies	with	the	regulations	governing	experimentation	
on	humans.	Whilst	you	are	free	to	discuss	your	participation	in	this	study	with	project	staff	
(contactable	on	3365	7369),	 if	you	would	 like	to	speak	to	an	officer	of	the	University	not	
involved	in	the	study,	you	may	contact	the	Ethics	Officer	on	3365	3924.	
	
	
Warm	regards,	
	
Kieran	Welch	
UQ	School	of	Music	
Level	4,	Zelman	Cowen	Building,	St	Lucia	
The	University	of	Queensland	4072	
M:	+61	405	197	021	
E:	kieran.welch@uqconnect.edu.au	
	
Supervisor:	
Dr.	Robert	Davidson	
UQ	School	of	Music	
Level	4,	Zelman	Cowen	Building,	St	Lucia	
The	University	of	Queensland	4072	
E:	r.davidson2@uq.edu.au
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Context	and	Effective	Performance	of	Indie-Classical	Music	
PARTICIPANT	CONSENT	FORM	
	
	
By	signing	below,	I	confirm	that	I	have	read	and	understood	the	information	package	and	
in	particular	that:	
	
• I	understand	that	I	am	consenting	to	a	10	minute	survey	concerning	a	concert	
organised	by	the	principal	investigator;	
• I	understand	that	my	responses	will	remain	anonymous;	
• I	understand	that	my	participation	is	entirely	voluntary,	that	I	do	not	have	to	
participate	in	this	research,	and	that	I	may	pull	out	at	any	time	before	survey	
submission	without	comment	or	penalty;	
• I	understand	that	due	to	the	non-identified	nature	of	the	data,	once	the	survey	is	
submitted	I	will	no	longer	be	able	to	withdraw;	
• I	understand	that	I	will	not	receive	any	payment	or	reward	for	participating	in	the	
project;	
• I	have	asked	any	questions	that	I	have	and	I	am	happy	with	the	answers;	
• I	understand	that	I	can	ask	any	other	questions	at	any	time;	
• I	understand	that	I	can	contact	the	University	Ethics	Officer	on	3365	3924	if	I	have	
any	concerns	about	the	ethical	conduct	of	the	project;	and	
• I	agree	to	participate	in	the	project.	
 
 
 
 
 
 
 
 
 
	
If	 you	would	 like	 to	 receive	direct	 feedback	on	 your	participation,	 and/or	 reports	on	 the	
completed	project,	please	provide	contact	information	below,	such	as	email,	telephone	or	
postal	address.			………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………			
School	of	Music	
Level	4	Zelman	Cowen	Building	
Telephone:	(07)	3365	4949	
Fax	Number:	(07)	3365	4488	
Email:	music@uq.edu.au	
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Context and Effective Performance of Post Genre Music 
PARTICIPANT CONSENT FORM 
 
 
By signing below, I confirm that I have read and understood the information 
package and in particular that: 
 
• I understand that I am consenting to a 30-45 minute structured interview 
concerning my work and musical philosophies; 
• I understand that my participation is entirely voluntary, that I do not have to 
participate in this research, and that I may pull out at any time without 
comment or penalty; 
• I understand that by default I will be identified in the research, but that I am 
able to change my participation to be anonymous at any time; 
• I understand that I will not receive any payment or reward for participating 
in the project; 
• I have asked any questions that I have and I am happy with the answers; 
• I understand that I can ask any other questions at any time; 
• I understand that I can contact the University Ethics Officer on 3365 3924 if 
I have any concerns about the ethical conduct of the project; and 
• I agree to participate in the project. 
 
 
I am interested in receiving copies of reports or publications 
generated from the research 
Yes  /  No 
 
 
 
 
DAVID T. LITTLE 
………………………………………....................... 
 
 
 
………………………………........ 
 
 
4/17/16 
…………… 
Full name Signature Date 
(please use block letters)   
 
 
 
If you would like to receive direct feedback on your participation, and/or reports 
on the completed project, please provide contact information below, such as 
email, telephone or postal address. 
 
 
……………………………………………………………………………………………………
……………………………………………………………………………………………………
…………………………………………………………………………………………………… 
School of Music 
Level 4 Zelman Cowen Building 
Telephone: (07) 3365 4949 
Fax Number: (07) 3365 4488 
Email: music@uq.edu.au 
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Context and Effective Performance of Post Genre Music 
PARTICIPANT CONSENT FORM 
 
 
By signing below, I confirm that I have read and understood the information 
package and in particular that: 
 
• I understand that I am consenting to a 30-45 minute structured interview 
concerning my work and musical philosophies; 
• I understand that my participation is entirely voluntary, that I do not have to 
participate in this research, and that I may pull out at any time without 
comment or penalty; 
• I understand that by default I will be identified in the research, but that I am 
able to change my participation to be anonymous at any time; 
• I understand that I will not receive any payment or reward for participating 
in the project; 
• I have asked any questions that I have and I am happy with the answers; 
• I understand that I can ask any other questions at any time; 
• I understand that I can contact the University Ethics Officer on 3365 3924 if 
I have any concerns about the ethical conduct of the project; and 
• I agree to participate in the project. 
 
 
I am interested in receiving copies of reports or publications 
generated from the research 
Yes  /  No 
 
 
 
 
EILEEN MACK 
………………………………………....................... 
 
 
 
………………………………........ 
 
 
4/11/16 
…………… 
Full name Signature Date 
(please use block letters)   
 
 
 
If you would like to receive direct feedback on your participation, and/or reports 
on the completed project, please provide contact information below, such as 
email, telephone or postal address. 
 
 
……………………………………………………………………………………………………
……………………………………………………………………………………………………
…………………………………………………………………………………………………… 
School of Music 
Level 4 Zelman Cowen Building 
Telephone: (07) 3365 4949 
Fax Number: (07) 3365 4488 
Email: music@uq.edu.au 
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Context	and	Effective	Performance	of	Indie-Classical	Music	
PARTICIPANT	CONSENT	FORM	
	
	
By	signing	below,	I	confirm	that	I	have	read	and	understood	the	information	package	and	
in	particular	that:	
	
• I	understand	that	I	am	consenting	to	a	30-45	minute	structured	interview	
concerning	my	work	and	musical	philosophies;	
• I	understand	that	my	participation	is	entirely	voluntary,	that	I	do	not	have	to	
participate	in	this	research,	and	that	I	may	pull	out	at	any	time	without	comment	
or	penalty;	
• I	understand	that	by	default	I	will	be	identified	in	the	research,	but	that	I	am	able	
to	change	my	participation	to	be	anonymous	at	any	time;	
• I	understand	that	I	will	not	receive	any	payment	or	reward	for	participating	in	the	
project;	
• I	have	asked	any	questions	that	I	have	and	I	am	happy	with	the	answers;	
• I	understand	that	I	can	ask	any	other	questions	at	any	time;	
• I	understand	that	I	can	contact	the	University	Ethics	Officer	on	3365	3924	if	I	have	
any	concerns	about	the	ethical	conduct	of	the	project;	and	
• I	agree	to	participate	in	the	project.	
 
 
I	am	interested	in	receiving	copies	of	reports	or	publications	
generated	from	the	research	
Yes		/		No	
 
 
 
 
MISSY MAZZOLI 
………………………………………....................... 
 
 
 
………………………………........ 
 
 
Jan 19, 2015 
…………… 
Full name Signature Date 
(please use block letters)   
 
 
	
If	you	would	like	to	receive	direct	feedback	on	your	participation,	and/or	reports	on	the	
completed	project,	please	provide	contact	information	below,	such	as	email,	telephone	
or	postal	address.	
 
 
……………………………………………………………………………………………………
……………………………………………………………………………………………………
School	of	Music	
Level	4	Zelman	Cowen	Building	
Telephone:	(07)	3365	4949	
Fax	Number:	(07)	3365	4488	
Email:	music@uq.edu.au	
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Ethical Clearance for Research Involving Human Participants 
 AMENDMENTS	TO	APPROVED	PROPOSALS		
 
 
• Behavioural & Social Sciences Ethical Review Committee (BSSERC) 
• Medical Research Ethics Committee (MREC) 
 
                                             Please tick box: 
MREC  BSSERC ✓ 
 
 
 
Clearance Number of Original Project: SoM-ETH14-07/KW 	
 
Approved Project Title:  	Context	and	effective	performance	of	contemporary	indie	classical	music						
 
Approved Principal Investigator:	 Kieran Welch 	
Staff Noº/Student Noº: S42299514 		
Approved Co Investigator/s: 		
  			
Approved Supervisor/s:	(if	applicable)	 Dr.	Robert	Davidson			
School/s - Department/s:	 School	of	Music			
Contact Details of 
Principal Investigator: 	 Phone Fax E-mail 0405197021		 	 kieranwelch@gmail.com		
Degree Enrolled (if student): 
 
MPhil	in	Music	Performance	
Approved Funding Body: 
	
		
If Project Funded  - What year?  
                                 - Reference Noº if available? 
	
 
CLEARANCE NOº 
(office use only) 	
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Approved Project 
Location: 
St	Lucia	
 
Approved Project 
Duration: 
Two	Years	  
 
 
Does This Amendment Submission Hold Other Ethical Clearance?:																																																									NO	
Note: Attach copies from other AHEC Registered Ethics Committees                                                                                               	
 
 
PLEASE ANSWER ALL OF THE FOLLOWING QUESTIONS: 
 
1) Have The Participants been amended?  How?:                                                                                   YES 
      Note:  Details of approximate number, age range, and male/female ratios are required.                                                             (circle)	There	will	be	approximately	six	more	participants	involved	as	part	of	an	anonymous	audience	survey,	of	an	equal	male/female	ratio,	with	an	age	range	of	18-80.	Participants	will	be	audience	members	of	a	MPhil	recital	conducted	by	the	principal	investigator.					
 
 
2a) Have The Participant Recruitment Procedures or Details Been Changed?  How?:                      YES 
                                                                                                                                                              (circle)	The	participant	group	will	be	expanded	to	include	a	sample	of	audience	members	from	the	principal	investigator’s	MPhil	recital.	Audience	members	will	be	recruited	for	the	survey	either	face-to-face	or	online	via	social	media	pages	related	to	the	concerts.							
2b) If  you are proposing a change to the recruitment procedures (ie, you                                                YES/NO 
 answered YES, to 2a above), then does that proposed change include disclosure                                       (circle) 
of personal information (eg, mailing list, names, contact details, etc) from another  
party or organisation to the researchers?   
Note: disclosure of personal information from another party or organisation to the researchers, even if 
merely for the purpose of seeking initial expression of interest in the project, must be authorised by each 
individual to whom the information relates (unless it is a completely public database with unrestricted 
access).  Eg, Clinic X must not give to the researchers a mailing list of patients who might be potential 
participants for the project unless those patients have previously authorised such use and disclosure of their 
information to non-clinic parties.			
 
 
3) In 'Every-day/Lay Language' Please Provide A Summary Of The Project Amendments:   					Note:	clearly	detail	the	changes	from	the	originally	approved	protocol	In	addition	to	the	participants	already	approved	for	this	project,	approximately	six	audience	members	who	attend	the	recitals	performed	over	the	course	of	this	MPhil	will	complete	an	anonymous	short,	non-intrusive	retrospective	online	questionnaire	in	regards	to	their	experience	of	the	show.	These	participants	will	be	of	an	equal	male/female	ratio,	between	the	ages	of	18-80.													
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4) Give Details Of The Ethical Considerations Attached To The Proposed Amendments: 	Participants	of	the	audience	survey	will	remain	anonymous	and	will	only	be	asked	non-sensitive	questions	relating	to	the	concert.																								
 
 
5) Has The Participant Informed Consent Process Been Amended?  How?                                        YES 																																																																																																																																																																																										(circle)	Participants	of	the	audience	survey	will	be	presented	with	a	full	participant	information	sheet	and	consent	form	prior	to	the	online	survey,	and	must	give	their	consent	before	proceeding	to	complete	or	submit	the	survey.								
 
 
6) Have Details Of Procedures For Establishing Confidentiality And Protecting Privacy Of           
Participants Been Changed?  How?:                                                                                                         YES 																																																																																																																																																																																										(circle)	Participants	of	the	audience	survey	will	remain	anonymous	and	all	data	will	be	non-identified							
 
 
7) Have Details Of Data Security and Storage Been Changed?  How?                                                 NO 																																																																																																																																																																																										(circle)									
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8)  Have Details For Participant Feedback Been Changed?  How?:                                                      YES 																																																																																																																																																																																										(circle)	On	the	participant	information	sheet,	participants	will	be	asked	to	send	the	principal	investigator	an	email	in	the	case	they	would	like	to	provide	feedback.					
  
             
9)  'Risks, Inconveniences and Discomforts' - How Have These Issues Been Addressed For The Proposed                  
Amendments?: 	
As with the original ethical approval, there is no greater risk associated than that associated with 
everyday living, as the questions being asked are not of a sensitive nature. Participants will be 
informed that they are able to take breaks as needed, that counselling services are available 
should they wish to use them, and the participants will be free to withdraw at any time, for any 
reason without penalty. The audience questionnaire will be conducted online at the participant’s 
leisure, so there will be no further inconvenience additional to time taken to fill out the 
questionnaire. 									
 
 
10) Has The Known Project Funding Changed?  How?:                                                                        NO 																																																																																																																																																																																										(circle)									
 
 
11) Due to the Proposed Amendments Does Any 'Conflict Of Interest' Issues Now Arise?   
       If YES, Please Provide Details.   
        Note: Conflict of Interest may arise because a researcher, or someone close to the researcher, stands to benefit financially from the research                   
or the carrying out of the project or because inconsistent or incompatible obligations exist									
 
 
12) Are you applying for an extension to the duration of ethics clearance?                                          NO 								If	YES,	to	what	date,	and	explain	why	the	extension	is	requested.																																																																										(circle)							
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ATTACHMENTS: 
 
1) Consent Form      Yes 
 
2) Information Sheet     Yes 
 
 
3) Questionnaire      Yes 
 
    Note: please attach ONLY those developed or adapted specifically for this project 
 
4) Indemnity       No 
 
5) Gatekeepers       No 
 
    Note: A 'Gatekeeper' is a letter of Authority and Recognition from an Organisation of ANY type Involved with the research on the                
project 
 
6) References       No 
 
7) Other - Please Specify _____________________________________________________________________ 
_________________________________________________________________________________________ 
_________________________________________________________________________________________ 
 
 
 
 
We/I, the undersigned researcher(s) have read the University of Queensland’s 
Guidelines for Ethical Review of Research Involving Humans and the NHMRC’s National 
Statement on Ethical Conduct in Human Research, and agree to abide by them in the 
conduct of this research. It is understood that this includes the reporting and 
monitoring roles associated with the approval by the University of Queensland. 
 
 
Signature of Principal Investigator:            Date: 28/11/2014. 
 
 
 
Signature of Supervisor (if applicable):__ ______________________  Date:   3 /12 /2014. 
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Context	and	Effective	Performance	of	Indie	Classical	Music	
PARTICIPANT	INFORMATION	SHEET	
	
About	the	project	
This	project	aims	to	explore	the	context	of	a	particular	branch	of	contemporary	post-genre	
music,	for	simplicity	labelled	here	as	indie	classical.	The	project	will	also	determine	how	to	
best	present	and	most	successfully	perform	music	written	in	this	vein.	This	will	be	done	by	
interviewing	composers,	performers	and	stakeholders	prominent	 in	 the	genre,	as	well	as	
an	 anonymous	 survey	 of	 audience	 members	 from	 the	 principal	 investigator’s	 own	
concerts.	Prominent	themes	from	these	interviews	will	then	be	ascertained	and	applied	to	
further	performances	of	the	music	undertaken	by	the	researcher.	The	outcome	of	this	will	
be	superior	presentation	and	performance	of	indie	classical	music,	and	a	promotion	of	the	
field	 in	 general.	 It	 is	 hoped	 the	 project	 will	 also	 help	 support	 and	 promote	 accessible	
contemporary	art	music,	and	engage	with	new	audiences.	
	
What	will	I	be	asked	to	do?	
You	will	be	asked	to	participate	in	an	anonymous	online	survey	relating	to	your	experience	
of	the	principal	investigator’s	concert.		
	
Who	else	will	be	involved?	
The	 researcher,	Kieran	Welch,	and	his	 supervisor	Dr	Robert	Davidson.	Other	participants	
include	a	selected	sample	of	composers,	performers	and	stakeholders	in	the	indie	classical	
scene.	
	
How	much	time	will	it	take	up?	
The	survey	should	take	approximately	10	minutes.	
	
Will	I	be	referred	to	by	name?	
No,	the	audience	survey	is	anonymous.			
	
What	risks	are	involved,	and	how	will	my	privacy	be	upheld?	
There	 is	 no	 greater	 risk	 associated	 with	 the	 survey	 than	 that	 associated	 with	 everyday	
living,	 as	 all	 responses	 are	 anonymous	 and	 only	 insensitive	 questions	 will	 be	 asked.	
Counseling	services	are	also	available	if	requested.	Any	data	provided	will	be	stored	in	the	
researcher’s	 secure	 office,	 on	 a	 password-protected	 computer	 with	 remote	 access	
notification	 if	 electronic,	 or	 in	 secure	 filing	 if	 hardcopy.	All	 data	will	 be	 securely	 deleted	
after	5	years	following	the	conclusion	of	the	study,	as	per	university	regulations.	
	
School	of	Music	
Level	4	Zelman	Cowen	Building	
Telephone:	(07)	3365	4949	
Fax	Number:	(07)	3365	4488	
Email:	music@uq.edu.au	
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Can	I	change	my	mind	about	participating?	
You	have	the	right	to	withdraw	at	any	point	until	the	final	submission	of	the	online	survey.	
However	 in	order	 to	preserve	anonymity,	participants'	data	cannot	be	 re-identified	once	
the	survey	is	completed	and	submitted,	and	therefore	is	unable	to	be	withdrawn.	
	
What	if	I	have	questions	or	feedback?	
You	 are	welcome	 to	 contact	 the	 researcher	 at	 any	 time	with	 any	queries	 you	may	have	
concerning	the	project.	Any	feedback	regarding	your	individual	participation	in	the	project	
or	 the	completed	work	 is	also	welcome	at	any	time.	To	do	so,	simply	email	 the	principal	
investigator	at	kieran.welch@uqconnect.edu.au.	
	
This	project	complies	with	 the	provisions	contained	 in	 the	National	Statement	on	Ethical	
Conduct	in	Human	Research	and	complies	with	the	regulations	governing	experimentation	
on	humans.	Whilst	you	are	free	to	discuss	your	participation	in	this	study	with	project	staff	
(contactable	on	3365	7369),	 if	you	would	 like	to	speak	to	an	officer	of	the	University	not	
involved	in	the	study,	you	may	contact	the	Ethics	Officer	on	3365	3924.	
	
	
Warm	regards,	
	
Kieran	Welch	
UQ	School	of	Music	
Level	4,	Zelman	Cowen	Building,	St	Lucia	
The	University	of	Queensland	4072	
M:	+61	405	197	021	
E:	kieran.welch@uqconnect.edu.au	
	
Supervisor:	
Dr.	Robert	Davidson	
UQ	School	of	Music	
Level	4,	Zelman	Cowen	Building,	St	Lucia	
The	University	of	Queensland	4072	
E:	r.davidson2@uq.edu.au
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Context	and	Effective	Performance	of	Indie-Classical	Music	
PARTICIPANT	CONSENT	FORM	
	
	
By	signing	below,	I	confirm	that	I	have	read	and	understood	the	information	package	and	
in	particular	that:	
	
• I	understand	that	I	am	consenting	to	a	10	minute	survey	concerning	a	concert	
organised	by	the	principal	investigator;	
• I	understand	that	my	responses	will	remain	anonymous;	
• I	understand	that	my	participation	is	entirely	voluntary,	that	I	do	not	have	to	
participate	in	this	research,	and	that	I	may	pull	out	at	any	time	before	survey	
submission	without	comment	or	penalty;	
• I	understand	that	due	to	the	non-identified	nature	of	the	data,	once	the	survey	is	
submitted	I	will	no	longer	be	able	to	withdraw;	
• I	understand	that	I	will	not	receive	any	payment	or	reward	for	participating	in	the	
project;	
• I	have	asked	any	questions	that	I	have	and	I	am	happy	with	the	answers;	
• I	understand	that	I	can	ask	any	other	questions	at	any	time;	
• I	understand	that	I	can	contact	the	University	Ethics	Officer	on	3365	3924	if	I	have	
any	concerns	about	the	ethical	conduct	of	the	project;	and	
• I	agree	to	participate	in	the	project.	
 
 
 
 
 
 
 
 
 
	
If	 you	would	 like	 to	 receive	direct	 feedback	on	 your	participation,	 and/or	 reports	on	 the	
completed	project,	please	provide	contact	information	below,	such	as	email,	telephone	or	
postal	address.			………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………		 	
School	of	Music	
Level	4	Zelman	Cowen	Building	
Telephone:	(07)	3365	4949	
Fax	Number:	(07)	3365	4488	
Email:	music@uq.edu.au	
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Audience	Questionnaire		PIS	Context	and	Effective	Performance	of	Indie	Classical	Music	PARTICIPANT	INFORMATION	SHEET			About	the	project	This	project	aims	to	explore	the	context	of	a	particular	branch	of	contemporary	post-genre	music,	for	simplicity	labelled	here	as	indie	classical.	The	project	will	also	determine	how	to	best	present	and	most	successfully	perform	music	written	in	this	vein.	This	will	be	done	by	interviewing	composers,	performers	and	stakeholders	prominent	in	the	genre,	as	well	as	an	anonymous	survey	of	audience	members	from	the	principal	investigator’s	own	concerts.	Prominent	themes	from	these	interviews	will	then	be	ascertained	and	applied	to	further	performances	of	the	music	undertaken	by	the	researcher.	The	outcome	of	this	will	be	superior	presentation	and	performance	of	indie	classical	music,	and	a	promotion	of	the	field	in	general.	It	is	hoped	the	project	will	also	help	support	and	promote	accessible	contemporary	art	music,	and	engage	with	new	audiences.			What	will	I	be	asked	to	do?	You	will	be	asked	to	participate	in	an	anonymous	online	survey	relating	to	your	experience	of	the	principal	investigator’s	concert.			Who	else	will	be	involved?	The	researcher,	Kieran	Welch,	and	his	supervisor	Dr	Robert	Davidson.	Other	participants	include	a	selected	sample	of	composers,	performers	and	stakeholders	in	the	indie	classical	scene.			How	much	time	will	it	take	up?	The	survey	should	take	approximately	10-20	minutes.	It	consists	of	12	short	response	and	2	multiple	choice	questions,	split	across	6	sections.			Will	I	be	referred	to	by	name?	No,	the	audience	survey	is	anonymous.					What	risks	are	involved,	and	how	will	my	privacy	be	upheld?	There	is	no	greater	risk	associated	with	the	survey	than	that	associated	with	everyday	living,	as	all	responses	are	anonymous	and	only	insensitive	questions	will	be	asked.	Counseling	services	are	also	available	if	requested.	Any	data	provided	will	be	stored	in	the	researcher’s	secure	office,	on	a	password-protected	computer	with	remote	access	notification	if	electronic,	or	in	secure	filing	if	hardcopy.	All	data	will	be	securely	deleted	after	5	years	following	the	conclusion	of	the	study,	as	per	university	regulations.			Can	I	change	my	mind	about	participating?	You	have	the	right	to	withdraw	at	any	point	until	the	final	submission	of	the	online	survey.	However	in	order	to	preserve	anonymity,	participants'	data	cannot	be	re-identified	once	the	survey	is	completed	and	submitted,	and	therefore	is	unable	to	be	withdrawn.			What	if	I	have	questions	or	feedback?	You	are	welcome	to	contact	the	researcher	at	any	time	with	any	queries	you	may	have	concerning	the	project.	Any	feedback	regarding	your	individual	participation	in	the	project	or	the	completed	work	is	also	welcome	at	any	time.	To	do	so,	simply	email	the	principal	investigator	at	kieran.welch@uqconnect.edu.au.			This	project	complies	with	the	provisions	contained	in	the	National	Statement	on	Ethical	Conduct	in	Human	Research	and	complies	with	the	regulations	governing	experimentation	on	humans.	Whilst	you	are	free	to	discuss	your	participation	in	this	study	with	project	staff	(contactable	on	3365	7369),	if	you	would	like	to	speak	to	an	officer	of	the	University	not	involved	in	the	study,	you	may	contact	the	Ethics	Officer	on	3365	3924.					Warm	regards,			Kieran	Welch	UQ	School	of	Music	Level	4,	Zelman	Cowen	Building,	St	Lucia	The	University	of	Queensland	4072	M:	+61	405	197	021	E:	kieran.welch@uqconnect.edu.au			Supervisor:	Dr.	Robert	Davidson	UQ	School	of	Music	Level	4,	Zelman	Cowen	Building,	St	Lucia	The	University	of	Queensland	4072	E:	r.davidson2@uq.edu.au			 	
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PCF	Context	and	Effective	Performance	of	Indie-Classical	Music	PARTICIPANT	CONSENT	FORM					By	signing	below,	I	confirm	that	I	have	read	and	understood	the	information	package	and	in	particular	that:					I	understand	that	I	am	consenting	to	a	10	minute	survey	concerning	a	concert	organised	by	the	principal	investigator;		I	understand	that	my	responses	will	remain	anonymous;		I	understand	that	my	participation	is	entirely	voluntary,	that	I	do	not	have	to	participate	in	this	research,	and	that	I	may	pull	out	at	any	time	before	survey	submission	without	comment	or	penalty;		I	understand	that	due	to	the	non-identified	nature	of	the	data,	once	the	survey	is	submitted	I	will	no	longer	be	able	to	withdraw;		I	understand	that	I	will	not	receive	any	payment	or	reward	for	participating	in	the	project;		I	have	asked	any	questions	that	I	have	and	I	am	happy	with	the	answers;		I	understand	that	I	can	ask	any	other	questions	at	any	time;		I	understand	that	I	can	contact	the	University	Ethics	Officer	on	3365	3924	if	I	have	any	concerns	about	the	ethical	conduct	of	the	project;	and		I	agree	to	participate	in	the	project.	
m I	acknowledge	that	I	have	read	and	understand	the	participant	information	and	consent	forms,	and	agree	to	these	conditions.	(1)	
m I	do	not	give	my	consent	(end	survey).	(2)	If	I	do	not	give	my	consent	(e...	Is	Selected,	Then	Skip	To	End	of	Survey		D1	What	is	your	age?	
m Under	12	years	old	(1)	
m 12-17	years	old	(2)	
m 18-24	years	old	(3)	
m 25-34	years	old	(4)	
m 35-44	years	old	(5)	
m 45-54	years	old	(6)	
m 55-64	years	old	(7)	
m 65-74	years	old	(8)	
m 75	years	or	older	(9)		D2	What	is	your	gender?	
m Male	(1)	
m Female	(2)	
m Other	(3)		1.1	Please	describe	your	overall	experience	of	the	concert.		2.1	What	were	your	opinions	on	the	concert	program/the	music	presented?			2.2	Did	you	connect	with,	enjoy	or	appreciate	the	music	presented?	If	so,	please	also	detail	aspects	that	contributed	to	this.		2.3	How	effectively	would	you	say	the	music	was	presented/communicated	to	the	audience?	Please	detail	aspects	that	made	the	presentation	effective/not	effective.		2.4	Did	any	extra-musical	aspects	of	the	concert,	for	example	lighting	or	visual	projections,	contribute	to	your	experience	of	the	concert,	whether	positively	or	negatively?	If	so,	how?	Are	there	any	extra-musical	aspects	you	would	add	or	alter	in	future	concerts?		
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2.5	How	did	the	venue	affect	the	concert	and	music	presented?		3.1	Have	you	ever	attended	a	more	traditional	classical	music	concert,	for	example	one	presented	in	a	concert	hall?		
m Yes	(1)	
m No	(2)	
m Don't	know	or	don't	remember	(3)	If	No	Is	Selected,	Then	Skip	To	End	of	BlockIf	Don't	know	or	don't	remember	Is	Selected,	Then	Skip	To	End	of	Block		3.2	How	would	the	Dots+Loops	concert	you	just	attended	compare	to	one	of	these	more	traditional	"classical"	concerts?	Was	the	way	you	experienced	the	music	different?		3.3	Was	your	overall	experience	of	the	Dots+Loops	concert	different	to	a	more	traditional	"classical"	concert?	If	yes,	please	explain	how.		4.1	Have	you	been	to	a	popular	music	event	presented	at	a	club,	bar	or	live	music	venue?		
m Yes	(1)	
m No	(2)	
m Don't	know	or	don't	remember	(3)	If	No	Is	Selected,	Then	Skip	To	End	of	BlockIf	Don't	know	or	don't	remember	Is	Selected,	Then	Skip	To	End	of	Block		4.2	How	would	the	Dots+Loops	concert	you	just	attended	compare	to	one	of	these	popular	music	concerts?	Was	the	way	you	experienced	the	music	different?		4.3	Was	your	overall	experience	of	the	Dots+Loops	concert	different	to	a	popular	music	concert?	If	yes,	please	explain	how.		5.1	Did	you	enjoy	the	evening?	Were	there	notable	aspects	of	the	evening	that	contributed	to	this	outcome?	Are	there	aspects	you	would	alter	to	make	a	future	event	more	enjoyable?		6.1	Was	there	anything	else	not	already	covered	that	you	would	like	to	comment	on?		End	You	have	reached	the	end	of	the	survey.	Once	you	click	the	button	to	submit	your	survey	responses,	your	data	cannot	be	re-identified	and	withdrawn.	If	you	wish	to	withdraw,	close	your	browser	page	and	your	responses	will	not	be	submitted.	If	you	have	any	feedback,	or	would	like	to	be	updated	on	the	research	you	have	contributed	to,	simply	contact	the	principal	investigator	Kieran	Welch	at	kieran.welch@uqconnect.edu.au.	Thank	you	for	your	contribution.				
